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Abstract. 
 
Carmen Sylva (1843-1916), a German princess and the first Queen of 
Romania, was a well-known royal figure and a prolific writer. Under this 
pseudonym, she published around fifty volumes in a wide variety of genres, 
including poetry, short stories and aphorisms. During her lifetime she was a 
regular feature in the British periodical press and visited Britain on numerous 
occasions. Widely reviewed ± both FHOHEUDWHG DQG FRQGHPQHG IRU KHU µIDWDO
IOXHQF\¶ ± 6\OYD¶VZRUN EHFDPHPDUJLQDOLVed after her death and has yet to be 
fully recovered. She has only recently received critical attention in her native 
Germany and has yet to be recuperated within British literary culture. 
7KLV WKHVLVZLOO H[DPLQH WKH UHDVRQVEHKLQG6\OYD¶V FXUUHQWREVFXULW\ DV
well as presenting the grounds for her reassessment. It will establish her 
connection to Britain, markers of which can still be found in its regional 
geography, as well as the scope of her literary presence in British periodicals. It 
will draw comparisons between Sylva and her contemporaries and will examine 
her contribution to fin-de-siècle British literary culture, analysing her short stories 
LQRUGHUWRGHWDLOKHUHQJDJHPHQWZLWKWKHµ:RPDQ4XHVWLRQ¶7KLVIRFXVSODFHV 
Sylva at the centre of contemporary discussions and her often conflicting 
responses to such issues further our understanding of the complexity of 
nineteenth-century literary debates. In reassessing Sylva, this study will address 
broader notions surrounding the short story, popular fiction, DQGZRPHQ¶VZULWLQJ, 
in order to question both current and contemporary attitudes to literature. 
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A Note on Translation. 
 
Alongside her literary works, certain nineteenth-century biographies of 
Sylva were translated into English. Others, however, ranging from modern 
criticism of Sylva to her work itself, were not. As a result, this thesis contains a 
number of German sources. For ease of comprehension, I have included my own 
translations in these instances. 
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&KURQRORJ\RI&DUPHQ6\OYD¶V/LIH 
 Life. Historical and cultural background. 
 
1840  (Feb) Queen Victoria marries Prince Albert.  
(Jul) Austria, Britain, Prussia and Russia sign the 
Convention of London treaty with the Ottoman 
Empire. 
  
1843 (Dec) Born in Neuwied, 
Germany. First child born to 
Prince Hermann of Wied and 
his wife, Marie.  
 
 
 
 
 
1847  Charlotte Brontë, Jane Eyre. 
 
1848 
 
First visit to Britain (with 
family). 
Revolutions in the German states quickly spread 
across Europe (1848-9).  
British, German and Dutch governments lay 
claim to New Guinea.  
William Makepeace Thackeray, Vanity Fair. 
Anne Brontë, The Tenant of Wildfell Hall. 
 
1850 
 
Birth of brother Otto. 
 
Dreiklassenwahlrecht (three-class franchise 
system) introduced in Prussia. Men over twenty-
four years old now have the vote.  
 
1851 Second visit to Britain (with 
family). 
(May-Oct) The Great Exhibition opens in 
London. 
 
1853  Crimean War begins (1853-56). 
 
1855  (June) Stamp duty removed from British 
newspapers. 
Death of Charlotte Brontë. 
 
1857  Matrimonial Causes Act passed in England and 
Wales. Women receive limited access to divorce.  
 
1858  4XHHQ9LFWRULD¶VGDXJKWHU3ULQFHVV9LFWRULD
marries Prince Friedrich of Prussia. 
Birth of E. Nesbit. 
 
1859  Ascendancy of Alexandru Ioan Cuza as Prince of 
Moldavia and Wallachia (under suzerainty of the 
Ottoman Empire).  
Charles Darwin, On The Origin Of Species. 
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1860 Travels to Berlin with Queen 
of Prussia and meets future 
husband, Prince Karl von 
Hohenzollern.  
 
Britain, France, Prussia, Austria and the Ottoman 
Empire form an international commission to 
investigate massacres of Maronite Christians in 
the Lebanon. As a result, a series of international 
conventions (the Règlement Organique) occur 
between the European Powers and the Ottoman 
Empire (1860-1864). 
 
1861  Death of Prince Albert. Queen Victoria goes into 
mourning. 
 
1862 Death of brother (Otto). 
 
Moldavia and Wallachia are formally united as 
the Principality of Romania. 
4XHHQ9LFWRULD¶VGDXJKWHU3ULQFHVV$OLFH
marries Prince Ludwig of Hesse.  
Mary Elizabeth Braddon, /DG\$XGOH\¶V6HFUHW 
 
1864 Travels with Grand Duchess 
Hélène of Russia. This 
includes Lake Geneva, 
Moscow and St Petersburg. 
(Mar) Death of father, Prince 
Hermann of Wied (b. 1814). 
 
First of the Contagious Diseases Acts passed in 
Britain.  
 
 
 
 
 
1865  Theory of eugenics formulated by Francis 
Galton. 
Abolition of slavery in USA. 
 
1866 Travels with Grand Duchess 
Hélène of Russia to 
Switzerland.  
(Feb) Governmental coup in Romania ± 
Alexandru Ioan Cuza overthrown. 
(May) Prince Karl von Hohenzollern (henceforth 
Carol I) appointed as Prince of Romania.  
Second Contagious Diseases Act passed in 
Britain. 
(Jun-Aug) Austro-Prussian µ6HYHQ:HHNV:DU¶ 
 
1867 Attends the International 
Exhibition in Paris. 
(May) John Stuart Mill motions to give women 
the vote, but is rejected by the House of 
Commons.  
Second Reform Act expands British electorate.  
The Norddeutscher Bund (North German 
confederation) forms ± a military alliance of 
twenty-two northern states, led by Prussia.  
 
1869 (Nov) Marries Carol I. 
Relocates with him to 
Romania. 
Multiple Franchise Act passed in Britain ± 
unmarried female householders can vote in local 
elections. 
First residential college for women founded 
(Girton College, Cambridge).  
Suez canal opens. 
Third Contagious Diseases Act passed in Britain 
(repealed 1886). 
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1870 (8 Sept) Birth of only child, 
Marie. 
Elementary Education Act (commonly known as 
)RUVWHU¶V(GXFDWLRQ$FWSDVVHGLQ(QJODQGDQG
Wales. 
0DUULHG:RPHQ¶V Property Act passed in 
Britain. 
(Jul) Franco-Prussian War begins, lasting until 
May 1871. 
Revolt against the monarchy in Romania (by 
liberal radicals IURP3ORLH܈WLZKRZHUHRSSosed 
to the new rule). Rioters arrested and Carol I later 
reaches a compromise with the Liberals.  
 
1871  (Jan) Official unification of Germany in 
Versailles. Wilhelm of Prussia becomes the first 
Kaiser.  
 
1874 (9 Apr) Death of daughter 
Marie from scarlet fever and 
diphtheria. 
Third visit to Britain, 
following her GDXJKWHU¶V
death. Stays with Max 
Müller. 
 
 
 
 
 
 
1877 Assists in the treatment of 
wounded soldiers during 
Russo-Turkish War. Receives 
the Order of St Catherine 
from the Russian Tsarina.  
 
Russo-Turkish War (also known as the 
Romanian War of Independence) begins, lasting 
until 1878. Romania sides with Russia. 
 
 
  
1878 First literary work, (a poem 
HQWLWOHGµ6DSSKR¶SXEOLVKHG
in Gegenwart, a German 
newspaper. 
 
Russo-Turkish War ends (Russian victory).  
The Treaty of Berlin formally recognises 
Romania as independent.  
 
1880  First Anglo-Boer War begins (1880-1). 
 
1881 (May) Sylva and her husband 
are crowned as the first 
official King and Queen of 
Romania.  
 
Romania becomes a kingdom.  
 
 
1882 First published volume: 
Leidens Erdengang (Berlin: 
Alexander Duncker). 
First short story published in 
(QJOLVKµ$/RYH7UDJHG\,¶
in Temple Bar.  
 
0DUULHG:RPDQ¶V3URSHUW\$FWSDVVHGLQ
Britain. 
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1884 First English-language 
volume: Pilgrim Sorrow  
(London: T. Fisher Unwin), a 
translation of Leidens 
Erdengang.  
Third Reform Act extends the franchise to most 
adult males.  
 
 
 
 
1887 
 
Oscar Wilde becomes editor 
of 7KH:RPDQ¶V:RUOG 
(1887-1889) and writes to T. 
Wemyss Reid that Sylva 
should be invited to 
contribute. 
 
4XHHQ9LFWRULD¶V*ROGHQ-XELOHH 
 
1888 The Académie française 
awards Sylva the Prix Botta 
for her aphorisms, Les 
3HQVpHVG¶XQH5HLQH 
(Thoughts of a Queen). 
 
0RQD&DLUGµ0DUULDJH¶ 
 
 
 
 
 
1890 (Aug-Oct) Fourth visit to 
Britain.  
Thoughts of a Queen 
published (London: Eden, 
Remmington & Co.). 
First English-language 
biography: The Life of 
Carmen Sylva, trans. by 
Baroness Deichmann 
(London: Kegan Paul, 
Trench, Trübner & Co. 
Limited). 
 
Oscar Wilde, The Picture of Dorian Gray. 
CharlRWWH3HUNLQV*LOPDQµ7KH<HOORZ
Wallpaper¶ 
 
 
 
 
 
 
 
 
 
1891 Involvement in the 
Ferdinand-Vacaresco affair.   
Leaves Romania for Venice 
and other parts of Europe.  
First series of The Bard of the 
Dimbovitza published 
(London: Osgood, McIlvaine 
& Co.). 
(May-Oct) Edleen Vaughan: 
or Paths of Peril serialised in 
Hearth and Home. 
 
Passing of International Copyright Law. 
The Great Trans-Siberian Railway begins.  
Thomas Hardy, 7HVVRIWKH'¶8UEHUYLOOHV 
 
 
 
 
 
 
1892 Edleen Vaughan: or Paths of 
Peril published (London: 
F.V. White & Co.).  
 
First automatic telephone exchange. 
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1893 Returns to Romania for the 
wedding of Prince Ferdinand 
to Princess Marie, 
granddaughter of Queen 
Victoria. They become King 
and Queen of Romania in 
1922.  
 
E. Nesbit, Grim Tales. 
 
 
 
 
 
1894 Second series of The Bard of 
the Dimbovitza published 
(London: Osgood, McIlvaine 
& Co.). 
 
0DU6DUDK*UDQGFRLQVWKHWHUPµ1HZ:RPDQ¶
LQKHUDUWLFOHµ$1HZ$VSHFWRIWKH:RPDQ
4XHVWLRQ¶ 
 
1895 6KDGRZVRQ/RYH¶V'LDO
published (London: Downey 
& Co.). 
Arrest, trials and conviction of Oscar Wilde.  
 
 
 
1896 Third series of The Bard of 
the Dimbovitza published 
(London: Osgood, McIlvaine 
& Co.). 
Legends from River and 
Mountain (folktales) 
published (London: George 
Allen). 
 
E. Nesbit, In Homespun. 
Vernon Leeµ/DG\7DO¶ 
 
 
 
 
 
1897  4XHHQ9LFWRULD¶V'LDPRQG-XELOHH 
1DWLRQDO8QLRQRI:RPHQ¶V6XIIUDJH6RFLHWLHV
established. 
Bram Stoker, Dracula. 
 
1899  Second Anglo-Boer War begins (1899-1902). 
Sigmund Freud, The Interpretation of Dreams. 
Kate Chopin, The Awakening. 
 
1901 $5HDO4XHHQ¶V)DLU\%RRN 
published (London: George 
Newnes). 
Death of Queen Victoria and accession of 
Edward VII. 
 
 
1902 Death of mother, Princess 
Marie (b. January 1825). 
 
 
 
1903 A Roumanian Vendetta and 
Other Stories published 
(London: R.A. Everett). 
 
(PPHOLQH3DQNKXUVWIRXQGVWKH:RPHQ¶V6RFLDO
and Political Union. 
E. Nesbit, The Literary Sense. 
 
1907 Death of brother William (b. 
1845). 
(Mar) Peasant revolt in Romania, primarily 
against landowners. Begins in Moldavia and 
spreads across Wallachia. A state of emergency 
is declared and the Romanian army mobilised. 
Thousands of peasants die before the riot ends.  
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1911 
 
 
 
 
1912 
 
 
)URP0HPRU\¶V6KULQH 
published (London: Sampson 
Low, Marston & Co. 
Limited). 
 
 
Suffragette riots in Britain. 
 
 
 
 
(Oct) Start of First Balkan War ± Montenegro, 
joined by Serbia, Bulgaria and Greece, declares 
war on Turkey. 
 
1913 Final articleµ,I,ZHUHD
Millionaire,¶ published in the 
Fortnightly Review.  
 
(May) End of First Balkan War.  
(June) Start of Second Balkan War ± hostilities 
between Bulgaria, Serbia and Greece. Romania 
sides with the newly formed Republic of Turkey. 
 
1914 (Mar) The Royal Society of 
Literature makes Sylva an 
Honorary Fellow. 
(Oct) Death of King Carol I 
in Bucharest.  
(Aug) Outbreak of World War One. King Carol I 
wishes to side with Germany.  
 
 
 
 
1916 
 
(Nov) Sylva dies in 
Bucharest. 
 
(Aug) Romania (under the rule of King 
Ferdinand) enters the war on the side of the 
Triple Entente. 
(Dec) Bucharest is occupied by a combined 
Austrian and German army. 
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Introduction. The literary diet. 
  
Modern society is preoccupied by loss ± of time, work, or weight. This 
trend is continued with regard to literature. Literary criticism, as John Sutherland 
has noted, remains on a literary diet. He arguHVWKDWµRQHPXVWUHVLVWWKHFXUULFXODU
DQRUH[LD ZKLFK FXUUHQWO\ WKLQV 9LFWRULDQ ILFWLRQ GRZQ WR D IRUWQLJKW¶V
undemanding reading and some judicious skimming. What remains, on this diet, 
LV QRW ³OLWHUDWXUH´ EXW LWV VNHOHWRQ¶ 1  There are a number of broad caveats 
connected to our consumption of nineteenth-century fiction: womeQ¶VZULWLQJFDQ
be read, but only women who are subversive enough ± in life and work ± to be 
interesting. Similarly, popular fiction is avoided in favour of formally complex 
works that draw LQWHUHVWLQJOLQNVZLWKWKHPDOHµJUHDWV¶ 
 This thesis is about Carmen Sylva (1843-1916), the first Queen of 
Romania. She was a popular writer but, as will be shown in Chapter One, critical 
interest declined sharply after her death and modern studies have only recently 
begun to appear in Germany and France. In considering Sylva and the 
recuperation project itself, it becomes apparent that even in our current literary 
consumption, we restrict ourselves to the old adage that less is more. Reassessing 
S\OYD¶V IRUJRWWHQ ILFWLRQ EHFRPHV D ZD\ WR UHFRJQLVH WKH ELDVHV ERWK LQ
contemporary and modern criticism, which have caused her work to be neglected.  
 
                                                 
1John Sutherland, The Longman Companion to Victorian Fiction (1988; Harlow: Pearson 
Education Limited, 2009), xi. 
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0.1. Literary value and bias. 
The canon is one reason for the literary diet. By listing and grouping texts 
for public consumption, it governs a set of boundaries about literary knowledge, 
taste and expression.2 Although Patricia Waugh QRWHV WKDW µFHUWDLQ TXDOLWLHV DUH
more pleasing to our shared human nature than others, and for that reason there is 
a standDUGRIWDVWH¶WKHVHTXDOLWLHVDUHQRWQHFHVVDULO\VKDUHGE\DOO.3 The western 
literary canon that formed in the 1950s, for example, is largely a product of a male 
intellectual elite. From the outset, responses to literature are shaped by a set of 
subjective values that frequently come into conflict with gender, class and 
education.  
+DUROG%ORRP¶VK\SHU-conservative defence of the western canon aims to 
maintain these elitist tendencies, which he sees as under fire both IURP µULJKW-
wing defenders¶ DQG µWKH School of Resentment,¶ who seek to overthrow it in 
pursuit of social change. 4  Bloom sees politically-based undercurrents beneath 
every discussion of the canon, yet seemingly fails to recognise his own misogyny. 
He makes a point of praising male writers, seeing William Shakespeare (1564-
1616) DV µWKHPRVW RULJLQDOZULWHUZHZLOO HYHU NQRZ,¶ DVZHOO DV praising Lev 
Tolstoy (1828-1910) and Oscar Wilde (1854-1900). 5  This is an obviously 
unbalanced picture of the literary landscape. To a certain extent, Bloom 
recognises the elitist tendencies of canon formation, noting that literary criticism 
µDOZD\VZDVDQGDOZD\VZLOOEHDQHOLWLVWphenomenon¶EXWVHHVWKLVQDUURZYLHZ
                                                 
21DWDOLH0+RXVWRQµ$QWKRORJLHVDQGWKH0DNLQJRIWKH3RHWLF&DQRQ¶LQA Companion to 
Victorian Poetry, ed. by Richard Cronin, Alison Chapman and Anthony H. Harrison (Oxford: 
Blackwell Publishers Ltd, 2002), p. 361. 
33DWULFLD:DXJKµ9DOXHFULWLcLVPFDQRQVDQGHYDOXDWLRQ¶LQLiterary Theory and Criticism, ed. 
by Patricia Waugh (Oxford: Oxford University Press, 2006), p. 74. 
4Harold Bloom, The Western Canon (New York: Harcourt Brace & Company, 1994), p. 4. 
5Ibid., p. 25. 
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of literature as a necessity ± it cultivates readers and critics who are intellectually 
capDEOH RI HQJDJLQJ ZLWK WKH µJUHDWHVW¶ PDWHULDO6 As such, he perpetuates the 
prejudices of late nineteenth and early twentieth-century intellectuals, who, John 
Carey argues, were committed to dehumanising the masses and restricting their 
access to literature in order to maintain their own status as the arbiters of literary 
taste.7 Being part of a gendered elite, however, does not result in universally 
accepted opinions.  
 %ORRP¶V HOHYDWLRQ RI HOLWLVW YDOXHV H[WHQGV WR KLV GHILQLWLRQV RI FDQRQ-
worthy literature. He argues that what GHILQHV D ZRUN DV µJUHDW¶ LV difference: 
µZKHQ\RXUHDGDFDQRQLFDOZRUNIRU WKHILUVW WLPH\RXHQFRXQWHUDVWUDQJHUDQ
XQFDQQ\VWDUWOHPHQWUDWKHUWKDQDIXOILOPHQWRIH[SHFWDWLRQV¶8 A canonical author 
may be influenced by contempRUDULHV RU SUHGHFHVVRUV EXW µDQ\ VWURQJ OLWHUDU\
ZRUN FUHDWLYHO\PLVUHDGV DQG WKHUHIRUHPLVLQWHUSUHWV D SUHFXUVRU WH[W RU WH[WV¶9 
7KLV LV SDUW RI WKHPRGHUQLVW ELDV ZLWKLQ %ORRP¶V ZRUN GHULYLQJ IURP 9LNWRU
ShklRYVN\¶V -1989) seminal Theory in Prose (1925), which suggested that 
µE\ ³HQVWUDQJLQJ´ [sic] objects and complicating form, the device of art makes 
SHUFHSWLRQORQJDQG³ODERULRXV´7KHSHUFHSWXDOSURFHVVLQDUWKDVDSXUSRVHDOOLWV
RZQ DQG RXJKW WR EH H[WHQGHG WR WKH IXOOHVW¶ 10  ShkORYVN\¶V WKHory of 
defamiliarisation seems to underlie %ORRP¶VGHILQLWLRQRIµVWUDQJHQHVV¶a concept 
which should be viewed in conjunction with complexity, or difficulty.  
                                                 
6Ibid., p. 17. 
7John Carey, The Intellectual and the Masses. Pride and Prejudice among the Literary 
Intelligentsia, 1880-1939 (Chicago: Academy Chicago Publishers, 2002), p. 15. 
8Bloom, p. 3. 
9Ibid., p. 8. 
10Viktor Shklovsky, Theory in Prose (1925), trans. by Benjamin Sher (Illinois: Dalkey Archive 
Press, 1991), p. 6. 
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This element aligns LW ZLWK &DUH\¶V GHVFULSWLRQ RI D µJXOI¶ LQ (QJOLVK
culture and the belief by early twentieth-century male intellectuals, including 
Friedrich Nietzsche (1844-1900) and T.S. Eliot (1888-1965), that mass culture 
was causing the slow death of society.11 As they could not stop the spread of 
literacy, intellectuals, according to Carey, tried to deter the masses by making 
their literature difficult to understand. This development was associated with 
Modernism in early twentieth-century England. Here, the alleged aim of 
Modernist authors was to react against their literary predecessors and to alienate a 
mass audience through formal complexity. With regard to short fiction, 
Modernism elevated the genre to a status that was both complicated and, by 
extension, elitist. James Joyce (1882-1941) and Virginia Woolf (1882-1941) were 
among a number of writers who aimed to unsettle their readers and reveal the 
psychological complexity of their subjects through the use of fragmentation, 
ellipsis and free indirect speech.12  
This thesis will focus on short fiction, as it was the genre that Carmen 
Sylva utilised most frequently. Writers like Sylva were working before the advent 
of Modernism and as VXFKVKHLVSDUWRIWKHPRYHPHQW¶V development. Chapters 
Four and Five in particular will argue that pre-Modernist writing ± in other words, 
the body of work that was produced in the late nineteenth century and that was not 
aimed solely at the intellectual reader ± should not be dismissed or overlooked. To 
a certain extent, then, this thesis is writing against the Modernist agenda to argue 
that originality is not necessarily connected to that which is different or alien.  
                                                 
11Carey, p. 10. 
12See, for example, James Joyce, Dubliners (London: Grant Richards Ltd., 1914) or Virginia 
Woolf, To the Lighthouse (London: The Hogarth Press, 1927). 
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The connection between strangeness and originality should also be 
unpicked. Bloom recognises that literary influence occurs, EXWWKDWDµJUHDW¶DXWKRU
will creatively rework what has gone before it, but one might question whether the 
apparently divine spark of genius can coexist alongside spheres of literary 
influence.13 For Derek Attridge, this influence is vital in order to create original 
and inventive work. Whilst noting that an author may be unaware of the degree of 
influence upon them, he DUJXHV WKDW µQRYHOW\ LV DFKLHYHG E\PHDQV both of the 
refashioning of the old and of the unanticipated advent of the new [...] each is 
incomplete without its counterpart.¶14 Chapter Five of this thesis, which features 
WKUHH FDVH VWXGLHV FRPSDULQJ 6\OYD¶V ZRUN WR )HOLFLD +HPDQs (1793-1835), E. 
Nesbit (1858-1924) and Bram Stoker (1847-1912), will argue that canonicity is 
not necessarily about originality. Particularly with regard to Sylva and Stoker, I 
argue that SylvD¶V VKRUW ILFWLRQ DERXW 5RPDQLD pre-HPSWHG 6WRNHU¶V LQ PDQ\
ways. Stoker was not the first to produce literature about the supernatural 
Romanian landscape. He and Sylva used the same cultural references, EXW6\OYD¶V
were more detailed and were publishHG SULRU WR 6WRNHU¶V QRYHO Yet Dracula 
(1897) has become a canonical Gothic text DQG 6\OYD¶V ZRUN KDV EHHQ
marginalised. In its representation of Romanian life, Dracula does not possess the 
µVWUDQJHQHVV¶ WKDW %ORRP DOLJQHG ZLWK µJUHDWQHVV¶ ,QVWHDG it was fulfilling the 
expectations of readers who had already read work by Carmen Sylva. The modern 
GHILQLWLRQRI µVWUDQJHQHVV¶ LVQRW WKHUHIRUHVKDUHGE\ WKHRULJLQDO UHDGHUVRI WKH
work, but is connected to our relative ignorance of the period.  
                                                 
13Bloom, p. 8.  
14Derek Attridge, The Singularity of Literature (London: Routledge, 2004), p. 24.  
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If Sylva was, in some ways, µVWUDQJH¶ DQG µRULJLQDO¶, at least to her 
contemporary readers, then there must be another reason for her current obscurity. 
I argue that this is, in part, gender based: womeQ¶V writing may anticipate that of 
male counterparts, but the biases of both modern and Victorian canons prevent 
them from being recognised for it. This corresponds with 7DOLD6FKDIIHU¶VZRUN
on forgotten female aesthetes. As will be discussed in Chapter Five, Schaffer has 
argued that the writing of Ouida (Marie Louise de la Ramée) (1839-1908) 
prefigured many themes and motifs that later male aesthetes, including Oscar 
Wilde, would appropriate. For Schaffer, the reasons for the marginalisation of the 
female aesthetes include the fact that many of the first critics of Aestheticism were 
men who had participated in the movement ± the male dominated canon is thus 
skewed to reflect their own interests. She also notes the double standards applied 
to male and female writing, which included the assumption WKDWZRPHQ¶s work 
was a µVHOI-UHYHODWLRQ¶ and should be humorous.15 These expectations resulted in 
ZRPHQ¶VZULWLQJEHLQJVHHQDVVHFRQG-rate. This argument has also been applied 
to the marginalisation of another prolific writer, Margaret Oliphant (1828-1897), 
particularly with regard to her literary criticism. Joanne Shattock implies that 
2OLSKDQW¶VZRUNZDVRYHUORRNHGE\DPDOHFULWLFDOHVWDEOLVKPHQWµDSDUWIURPWKH
Historical Sketches of the Reign of George II (1868) none of her articles from 
%ODFNZRRG¶Vor elsewhere were collected, an extraordinary situation in a period 
                                                 
15Talia Schaffer, The Forgotten Female Aesthetes. Literary Culture in Late-Victorian England 
(Charlottesville: The University Press of Virginia, 2000), pp. 6-8. 
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when remediating periodical contributions into a more permanent volume form 
KDGEHFRPHWKHQRUPSDUWLFXODUO\ZLWKKHUPDOHFROOHDJXHV¶16 
For much of the twentieth century, therefore, literary taste has been 
developed by men, for men and about men and what is seen to be most valuable is 
complexity and strangeness. This attitude, however, is no longer limited to male 
intellectuals ± modern feminism is also guilty of a more restricted literary view, 
even as it strives to introduce us to hitherto underestimated literary works. 
 
0.2. Feminism and recuperation. 
There is an undeniably political focus to feminist theory and practice. 
Early feminists were working with a political agenda in mind ± to improve civil 
rights and to draw attention to the systematic oppression of women within 
patriarchal society. Both the first and second waves of the feminist movement ± 
the first from around 1830 to 1920, best known for the suffrage movement, and 
the second from the 1960s onwards ± were concerned with legislative changes: 
improving social conditions for women in areas including marriage, divorce, child 
custody and contraception. With regard to literature and society, this movement 
LOOXVWUDWHGDV$QGUHZ0LOQHUKDVDUJXHGWKDWµPXFKRf what literary critics have 
meant by literature [...] KDV DOVR EHHQ LQ SDUW WKH HIIHFW RI FHQVRUVKLS¶17 Yet 
censorship is not limited to patriarchal oppression of the female voice ± feminist 
criticism itself has censored certain women writers from literary history.  
                                                 
16-RDQQH6KDWWRFNµ,QWURGXFWLRQ¶LQThe Selected Works of Margaret Oliphant, ed. by Joanne 
Shattock and Elisabeth Jay (general editors), 25 vols (London: Pickering & Chatto, 2011), I 
(Literary Criticism, 1854-69), xxix. 
17Andrew Milner, Literature, Culture and Society (London: UCL Press Limited, 1996), p. 129. 
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The political focus of feminist literary critics obviously led to the elevation 
of certain writers over others ± when arguing against inequality, who would cite 
the traditional, staunchly religious writer Sarah Stickney Ellis (1799-1872) over 
the New Woman Sarah Grand (1854-1943)? No-one would want to weaken their 
argument by advocating women writers whose ideas or agendas did not 
correspond with their own. The practical purpose of feminism, then, has resulted 
in a number of exclusions. This has been highlighted with regard to Elaine 
6KRZDOWHU¶VA Literature of their Own ZKLFKDUJXHGWKDWZRPHQ¶VZULWLQJ
needed to be read differently from that of men. Criticism of Showalter suggested 
that she was FUHDWLQJDVHSDUDWHFDQRQIRUZRPHQ¶VZUiting, one that perpetuated 
gender difference. As critics such as Ruth Robbins have enumerated, feminist 
FULWLFLVPPXVWQRWµWU\WRPDNHRQHZKLWHZRPDQ¶VPLGGOH-class story the story of 
DOOZRPDQ¶VH[SHULHQFH¶18 This idea of literary separation was furthered by critics 
who saw feminism as a movement that wasLQ)LRQD7RODQ¶VZRUGV µUHSUHVHQWLQJ
WKHYLHZVRIDSULYLOHJHGPLQRULW\¶19 Feminism in the late 1970s and 1980s was 
seen to ignore racial, sexual, or class differences and although this has now been 
rectified, I argue that popular writing continues to be neglected. As will be 
GLVFXVVHGLQWKHIROORZLQJVHFWLRQWKHµSULYLOHJHGPLQRULW\¶ that Tolan discusses 
could be extended to include literary intellectuals, who wish to restrict literary 
criticism to µJUHDW¶ZRUNVDQGdisregard popular volumes as inferior and produced 
solely for financial gain.  
                                                 
18Ruth Robbins, Literary Feminisms (Basingstoke: Macmillan Press Ltd, 2000), p. 100. See also 
*D\OH*UHHQHDQG&RSSpOLD.DKQµ)HPLQLVWVFKRODUVKLSDQGWKHVRFLDOFRQVWUXFWLRQRIZRPDQ¶
(pp. 1-DQG6\GQH\-DQHW.DSODQµ9DULHWLHVRIIHPLQLVWFULWLFLVP¶SS-58) both in Making a 
Difference. Feminist Literary Criticism, ed. by Gayle Greene and Coppélia Kahn (London: 
Routledge, 1988). 
19)LRQD7RODQµ)HPLQLVPV¶LQLiterary Theory and Criticism, p. 330. 
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Feminist critics are QRWH[HPSWIURPOLWHUDU\DQ[LHW\FRQFHUQLQJWKHµJUHDW¶
DQGµYDOXDEOH¶FDWHJRULHVRIILFWLRQDQGWKLVLVDOVRDSSDUHQWwith regard to modern 
recovery projects. (YHQ 6FKDIIHU¶V ZRUN, reassessing female aesthetes and 
expanding our understanding of the movement, reveals a degree of bias. She 
notes, for example, that because some of Ouida DQG5KRGD%URXJKWRQ¶V (1840-
1920) ZRUNVZHUHµPHUHO\SRWERLOHUVDOORIWKHLUZRUNZDVUHDGDVLQIHULRU¶20 By 
implying that these works are low-quality and not worthy of a more specific 
reference ± there is no information RQ WKH µSRWERLOHUV¶ LQ TXHVWLRQ ± Schaffer 
continues to segregate literary works based on their adherence to the canonically 
prized quality of formal complexity.  
The other quality that continues to be valued is the subversiveness of an 
DXWKRU¶VRHXYUHZKHUHE\WKHPRUHUDGLFDOHOHPHQWVRIZRPHQZULWHUV¶OLYHVDQG
works are elevated over more conservative counterparts. As this thesis will 
indicate, Sylva does not sit easily in this category ± her life is not as subversive as 
those of some of her contemporaries. Unlike the Romantic poet, Felicia Hemans, 
she was not abandoned by her husband and forced to write in order to support her 
family. She did not live unconventionally, in the manner of George Eliot (1819-
1880) or E. Nesbit, and was not a member of radical societies. She did not live in 
the relative obscurity of a small village, like the Brontës. Unlike Amy Levy 
(1861-1889) and Virginia Woolf, Sylva did not die in tragic circumstances, but 
instead had a long and privileged life as a member of the Romanian royal family. 
In her creative endeavours, too, she is not, on the surface at least, overtly 
                                                 
20Schaffer, p. 8. 
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progressive. She did not write overly polemical pieces and therefore, it seems, is 
not of interest.  
Anti-feminism, as Valerie Sanders has argued, has received less attention 
than feminism.21 It is not the right kind of politics, resisting change rather than 
calling for female equality or rights. The Waste Land (1922) has been canonised ± 
even though T.S. Eliot is now largely recognised as a fascist ZKR µDW FUXFLDO
moments in his career [...] was an advocate of regressive social planning and a 
snob who sDZ -HZV DV DQ XQZKROHVRPH DQG DOLHQ SUHVHQFH¶ ± but we are 
embarrassed by FRQVHUYDWLYHZRPHQ¶VZULWLQJ.22 However, as will be explored in 
&KDSWHUV )RXU DQG )LYH 6\OYD¶V ZULWLQJ GRHV not easily conform to either a 
feminist or antifeminist category. Although at times advocating the Angel in the 
House stereotype, Sylva¶VJUDSKLFGHSLFWLRQVRIPDULWDO violence, murder and rape 
deviate from the aims of a genre that was ultimately advocating female self-
improvement and acceptance of the status quo.  
With this in mind, I argue that, as with anti-feminist women writers, 
women whose work see-saws between progressive and traditionalist have also 
received less extensive criticism than their more radical counterparts. Sylva 
belongs to a category of writers like E. Nesbit, Rhoda Broughton and Harriet 
Martineau (1802-1876) ± whose work exhibits, as Sanders has argued with regard 
                                                 
21Valerie Sanders, (YH¶V5HQHJDdes. Victorian Anti-Feminist Women Novelists (New York: St 
0DUWLQ¶V3UHVVS 
22William M. Chace, The Political Identities of Ezra Pound and T.S. Eliot (Stanford, California: 
Stanford University Press, 1973), xi. See also Paul Morrison, The Politics of Fascism: Ezra 
Pound, T.S. Eliot, Paul de Man 2[IRUG2[IRUG8QLYHUVLW\3UHVV5LFKDUG*ULIILWK¶VHVVD\
µ$QRWKHU)RUPRI)DVFLVP7KH&XOWXUDO,PSDFWRIWKH)UHQFK³5DGLFDO5LJKW´LQ%ULWDLQ¶SS
162-182) in The Culture of Fascism. Visions of the Far Right in Britain, ed. by Julie V. Gottlieb 
and Thomas P. Linehan (London: I.B. Tauris & Co. Ltd, 2004), is also of interest concerning the 
influence of the Action français (a French nationalist, anti-Semitic political movement founded in 
1899) on Eliot.  
22 
 
to 0DUWLQHDX D GHJUHH RI µTXDOLILHG IHPLQLVP¶ 23  They were neither overtly 
conservative nor subversive, neither clearly feminist nor anti-feminist. The 
prolific, bestselling authoress Marie Corelli (1855-1924) would also fit into this 
grRXS RI ZRPHQ UHVSRQGLQJ WR WKH µ:RPDQ 4XHVWLRQ¶ in ambiguous ways. 
Although noting that there was a revival of interest in Corelli from the 1950s 
onwards, Brenda Ayres argues that her views on women ZHUH µEDIIOLQJ¶ DQG
µFRQIOLFWHG¶and thus µUHSUHVHQWDWLYHRIPDQ\9LFWRULDQZRPHQZULWHUVZKRRQFH
NQHZIDPHIURPWKHLUZULWLQJEXWVRPHZKHUHDORQJ WKHZD\JRWEXULHGDOLYH¶24 
Elisabeth Jay and Joanne Shattock suggest that Margaret Oliphant can also be 
considered as what I FDOODµJUH\ DUHDZULWHU¶DUJXLQJWKDWKHULQWHUHVWLQWKHVRFLDO
inequalities for women, µFRPELQHGZLWKKHUUHOXFWDQFHWRHVSRXVHSROLWLFDOPHDQV
RI LPSURYLQJ ZRPHQ¶V OHJDO ORW KDYH FRQWLQXHG WR PDNH her an interesting 
FRQXQGUXP IRU PRGHUQ FULWLFV¶25  Valerie Sanders, Merryn Williams and Ann 
Heilmann have also produced work in this area.26 There is, then, a dual problem 
when recuperating a writer like Sylva. Her work is, in part, conservative in tone, 
which is not as well received by modern criticism as radical writing. Yet it does 
not conform entirely to this category. As I argue in Chapter Two, with regard to 
nineteenth-century German women writers and their presence in both 
                                                 
23Valerie Sanders, Reason over Passion. Harriet Martineau and the Victorian Novel (Brighton: 
The Harvester Press Limited, 1986), p. 65. 
24%UHQGD$\UHVµ0DULH&RUHOOL³7KH6WRU\RI2QH)RUJRWWHQ´¶LQSilent Voices. Forgotten Novels 
by Victorian Women Writers, ed. by Brenda Ayres (Westport, Connecticut: Praeger Publishers, 
2003), p. 214; p. 208. 
25Elisabeth Jay DQG-RDQQH6KDWWRFNµ*HQHUDO,QWURGXFWLRQ¶LQThe Selected Works of Margaret 
Oliphant, I, xiii.  
262OLSKDQWLVGLVFXVVHGLQ6DQGHUV¶V(YH¶V Renegades DQGLVDOVRWKHVXEMHFWRI0HUU\Q:LOOLDPV¶V
FKDSWHUµ)HPLQLVWRU$QWL)HPLQLVW"0DUJDUHW2OLSKDQWDQGWKH:RPDQ4XHVWLRQ¶LQMargaret 
Oliphant: Critical Essays on a Gentle Subversive, ed. by D.J. Trela (London: Associated 
University Press, 1995), pp.165-180, and Ann HeilmannQµ0UV*UXQG\¶V5HEHOOLRQ0DUJDUHW
2OLSKDQWEHWZHHQ2UWKRGR[\DQGWKH1HZ:RPDQ¶:RPHQ¶V:ULWLQJ6 (1999), 215-237. 
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contemporary and modern criticism, the underlying motives and interests of 
academic critics are the root cause of their marginalisation.  
These motives can be found within Gilbert aQG *XEDU¶V VHPLQDO, The 
Madwoman in the Attic, for example, which discusses well-known and well-
respected writers ± George Eliot, Charlotte Brontë (1816-1855), Jane Austen 
(1775-1817) and Emily Dickinson (1830-1886). George Eliot was marginalised 
DIWHUKHUGHDWKDQGUHDVVHVVHGDVDOLWHUDU\µJUHDW¶LQWKHHDUO\WZHQWLHWKFHQWXU\
thanks to the influence of advocates like Virginia Woolf. She is now regarded as a 
female intellectual, who wrote on foreign affairs, translated philosophical work by 
Ludwig Feuerbach (1804-1872) and expressed scathing views of other women 
writers. This is exemplified in her article µ6LOO\ [Novels by] Lady Novelists,¶
which derided women writers for their µIHPLQLQH IDWXLW\¶ DQG for the µVLOOLQHVV¶
IRXQG LQ µWKH IURWK\ WKHSUosy, the pious, or the pedantic.¶27 It seems that some 
PRGHUQFULWLFLVPKDVUHWDLQHGWKLVYLHZRIZRPHQ¶VZULWLng which, as I noted with 
regard to 6FKDIIHU¶V DUJXPHQW is celebrated or disregarded depending on its 
adherence WRRXUSUHFRQFHLYHGLGHDVRIµJUHDWQHVV¶ 
Gilbert and Gubar argue that the women in their study are linked by a 
µFRPPRQ IHPDOH LPSXOVH WR VWUuggle free from social and literary confinement 
WKURXJK VWUDWHJLF UHGHILQLWLRQV RI VHOI DUW DQG VRFLHW\¶28 In looking solely for 
oppressed figures and their subversive methods of escape, feminist criticism of 
this nature becomes part of a cycle of censorship. This connects to the practice of 
                                                 
27*HRUJH(OLRWµ6LOO\[Novels by] 6LOO\/DG\1RYHOLVWV¶Westminster Review, October 1856, p. 
442. 
28Sandra M. Gilbert and Susan Gubar, The Madwoman in the Attic (New Haven: Yale University 
Press, 1979), xi-xii. 
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recuperating marginalised figures, an activity which often valorises deviation 
from traditional norms, or complex literary forms.  
Increasingly, the emphasis of feminist scholarship has focused on the 
UHFRYHU\RIµORVW¶ZULWHUVEut WKHµORVW¶ZULWHUVWKDWµPDWWHU¶DUHWKRVHZKR benefit 
a broader literary-political agenda. These women become part of a new canon of 
subversive, previously marginalised female writers. We might think of Vernon 
/HH¶V (1856-1935) recuperation within the Aesthetic MRYHPHQWRU$P\/HY\¶V
FRQWULEXWLRQWRWKHµ-HZLVK4XHVWLRQ¶LQWKLVUHVSHFW,QGHHG/HY\¶VZRUNLV now 
back in print thanks to publishers such as Persephone Books, whose aim is to 
UHSULQW µQHJOHFWHG¶ ± mostly female ± authors from the nineteenth and twentieth 
century.29 Alongside Levy, Margaret Oliphant is also listed, a woman who had 
little formal education but defied convention by writing prolifically in order to 
support her family. As I noted, Oliphant was marginalised, at least partially, as a 
result of gendered bias in favour of her male contemporaries. The inclusion of 
both women again reflects underlying biases in favour of women who are 
subversive personally, professionally, or both. As the first Jewish woman to attend 
Newnham College, Cambridge, Levy was well-educated and well-connected, but 
committed suicide aged only twenty-seven. Her work is valued for its difference ± 
its feminist undercurrents DVZHOO DV WKHFRPSOH[LW\RI/HY\¶V engagement with 
Judaism. For Sarah David BeUQVWHLQ /HY\¶V VXEYHUVLYH SHUVRQDO OLIH FRXSOHG
ZLWKWKHµLQQRYDWLRQV¶LQReuben Sachs (1889), which she argues are µDQWLFLSDWLQJ
WKH³LQZDUGWXUQ´RIPRGHUQLVP¶DUHUHDVRQVLQIDYRXURIKHUUHFXSHUDWLRQ30  
                                                 
296HHWKHµ$ERXW8V¶VHFWLRQRIWKHPersephone Books website: 
<http://www.persephonebooks.co.uk/about-us/> (accessed 22 September 2013).  
306DUDK'DYLG%HUQVWHLQµ,QWURGXFWLRQ,¶LQReuben Sachs (1889), by Amy Levy, ed. by Sarah 
David Bernstein (New York: Broadview press, 2006), p. 33. 
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Even the recuperation of a popular, prolific writer like Letitia Elizabeth 
Landon (1802-1838), is tied to establishing her subversiveness. In the introduction 
to a selection of her work, Jerome McGann and Daniel Riess emphasise her 
scandalous personal life and her untimely, controversial death, which has been 
attributed to an accidental overdose, suicide or murder. They also argue that she, 
OLNH )HOLFLD+HPDQV LV LPSRUWDQW EHFDXVH RI KHU µFXOWXUDO DOLHQDWLRQ¶ DQG GUDZ
links between the women in terms of commercial success as well as their financial 
necessity to write in order to support their families. 31  /DQGRQ¶V ZRUN whilst 
µXQVSHFWDFXODU,¶ LVdeemed µSURYRFDWLYH¶ LQ LWV HQJDJHPHQWZLWKHURWLF ORYHDQG
myths and in doing so, McGann and Riess again attribute a degree of distinction 
to Landon, which appears tied to the desire to recuperate her. 32 In keeping with 
+DUROG %ORRP¶V LGHDV RI FDQRQ-worthy literature, what is being valued here is 
difference. 
As Schaffer has noted:  
Any literary critic knows how enormously tempting it is to 
call a neglected women ZULWHU µVXEYHUVLYH¶ since that is 
the accepted way to demonstrate her worth. If critics 
LJQRUH RU GHFU\ D ZULWHU¶V JHQGHU SROLWLFV UHDGHUV PD\
register that statement as a judgment of worthlessness. 
With the best intentions, then, attempts to recover 
marginalised writers too often end up producing reductive 
versions of their oeuvres, which highlight politically 
pleasant utterances and gloss over the rest.33  
 
Women writers who were popular and did not have an overtly µOHIWLVW¶ agenda are 
generally ignored by literary criticism and, as I will explore in the following 
section, this seems indicative of our continuing anxieties about the value of 
                                                 
31-HURPH0F*DQQDQG'DQLHO5LHVVµ,QWURGXFWLRQ,¶LQLetitia Elizabeth Landon: Selected 
Writings, ed. by Jerome McGann and Daniel Riess (New York: Broadview Press, 1997), p. 20. 
32Ibid., p. 29; p. 22. 
33Schaffer, p. 11. 
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literature in general. In this case, the implication is that reading ZRPHQ¶VZULWLQJ
that does not possess a strongly subversive undercurrent will make modern 
women want to give up their rights to equality. In limiting ourselves to radical 
writers, however, we lose sight of the period as a whole and distort our sense of 
cultural debates. This leaves us in danger of rewriting history to suit our own 
interests, overlooking women writers who contributed to debates in more 
ambiguous ways.  
My recuperation of Sylva will circumvent a potentially reductive reading 
of her work by considering all aspects of her engagement with tKH µ:RPDQ
4XHVWLRQ¶ ± recognising her calls for reform, her stereotypical depictions of 
femininity and the middle ground that exists between them. Her work, as I will 
argue in Chapters Four and Five, allows for the critical recognition that 
marginalisation may stem from writing which resists traditional literary 
categorisation. 
 
0.3. 3RSXODUILFWLRQDQGµ6LOO\/DG\1RYHOLVWV¶ 
John Carey has drawn a distinction between British intellectuals¶GLVWDVWH 
for the masses and the production of tinned food, seen as soulless and therefore 
synonymous with mass culture.34 This divide is maintained in modern literary 
culture, where there is still a tendency to differentiate between reading for 
µSOHDVXUH¶DQGUHDGLQJIRUµZRUN¶± the books studied on a university module, or 
consulted as part of a research project are not necessarily the books that would be 
read at home. As Ruth Robbins has noted with regard to ZRPHQ¶VZULWLQJµWKHUH
                                                 
34Carey, p. 22. 
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are traditions which have been very deliberately excluded from the academic 
studies that dHILQH ³OLWHUDWXUH´¶35 This is also partly connected to the desire to 
µlegitimise¶ WKH VWXG\ RI OLWHUDWXUH In order to become an academic subject, 
literature began to be valued for its difficulty. 
Yet this way of viewing popular fiction is degrading not only to the 
literature and its authors, but also WKH JHQUH¶V significance in literary history. 
Canonical greats like Charles Dickens (1812-1870) produced fiction that was 
immensely popular with the general public, with penny editions becoming quickly 
availabOH WR WKH µPDVVHV¶ +H also made use of the periodical press, editing 
Household Words and All the Year Round and serialising his own work as well as 
that of Wilkie Collins (1824-1889) and Elizabeth Gaskell (1810-1865). Yet 
Dickens is never described as a writer whose sole aim was making money. 
Instead, he is praised for both his business acumen and his creative genius. 
Popular literature should not be seen simply as a money-making scheme. 
Similarly, it should not be seen as a way of producing inferior fiction for the 
uneducated masses ± popular fiction may be a way of better understanding the 
literary marketplace, but its content should not be overlooked. As I will argue 
with regard to Carmen Sylva, it can present critical debates in an engaging and 
entertaiQLQJPDQQHUZKLOVWH[KLELWLQJWKHVDPHOLWHUDU\LQIOXHQFHVDQGµDQ[LHWLHV¶
that Bloom defines as strictly belonging to the realm of canonical fiction.36  
Even when we recognise that the literary field should be expanded, 
tensions arise in the way we articulate this need for change. In 1962, for example, 
Richard D. Altick wrote: 
                                                 
35Robbins, p. 99. 
36Bloom, p. 8. 
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Any discussion of authorship and its social bearings which 
confines itself to the celebrated names and neglects the 
journeymen inevitably has its limitations. [...] These 
second- and third-rate authors are meaningful for cultural 
analysis, in a period where the audience for their wares 
was swelling year by year, as the first-rate ones are for the 
pre-democratic centuries of reading.37 
 
Even as Altick argues in favour of a broader literary culture, he perpetuates the 
bias VXUURXQGLQJµJUHDW¶OLWHUDWXUH7KHPHWDSKRURIµMRXUQH\PHQ¶LQVLQXDWHVWKDW
WKHVHµVHFRQG- and third-UDWH¶ZULWHUVKDYHFRPSOHWHGDQDSSUHQWLFHVKLSEXWDUHLQ
no way masters of their trade. Indeed, the idea of writers selling their work is 
continued in the final sentence, where Altick alludes to authors attempting to sell 
WKHLU µZDUHV¶ rather than achieve literary greatness. Masculine-based metaphors 
also indicate another exclusion of the female writer. These authors are culturally 
meaningful only in terms of understanding the marketplace ± their work is of little 
intrinsic value. Yet the sociological impact of popular fiction should extend to its 
content, thereby allowing a more complex sense of the period and its literature to 
be achieved. It should be analysed, as Peter Humm, Paul Stigant and Peter 
:LGGRZVRQ KDYH DUJXHG µQRW DV VRPH NLQG RI VXJDU-coated sociology, but as 
narratives which negotiate, no less than classic texts, the connection between 
³ZULWLQJKLVWRU\DQGLGHRORJ\´¶38 
In other words, a new language for discussing popular authors needs to be 
developed, one that does not result in a negative value judgement simply because 
they sold well, wrote prolifically and are not part of the literary canon. This thesis 
                                                 
375LFKDUG'$OWLFNµ7KH6RFLRORJ\RI$XWKRUVKLS7KHSocial Origins, Education, and 
Occupations of 1,100 British Writers, 1800-¶LQLiterary Taste, Culture and Mass 
Communications, ed. by Peter Davison, Rolf Meyersohn, Edward Shils (1962; Cambridge: 
Chadwyck-Healey Ltd, 1978), 10 (Authorship), p. 49. 
38PHWHU+XPP3DXO6WLJDQWDQG3HWHU:LGGRZVRQµ,QWURGXFWLRQ¶LQPopular Fictions. Essays in 
Literature and History, ed. by Peter Humm, Paul Stigant and Peter Widdowson (London: Methuen 
& Co. Ltd, 1986), p. 2.  
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will discuss Carmen Sylva as a marginalised and forgotten writer. It will not avoid 
negative reviews and criticism, but will use them to create a dialogue between the 
past and the present ± to explain why her recuperation will develop our 
understanding of certain entrenched attitudes within British literary culture during 
the nineteenth century.  
As I have noted, attitudes towards popular fiction are undeniably tied to 
critical elitism. Carey argues that the term µthe massHV¶ ZDV invented by 
intellectuals, who define them as both threatening monsters and herds of animals 
± DNLQ WR (GPXQG %XUNH¶V (1729-1797) µVZLQLVKPXOWLWXGH.¶39 I argue that this 
sentiment has continued into modern criticism. As I will detail in Chapter One, 
there has been little engagement with popular or prolific German women writers 
and their influence on Britain. Elitist attitudes are also applicable to popular 
writing more broadly and privileged women writers. Milner states that µWKLV
distinction between literature and fiction, between ³HOLWH´DQG³SRSXODU´FXOWXUDO
forms, clearly overlaps with that between elite and non-elite social groups,¶ but, as 
this thesis will argue, this is not strictly true of a nineteenth-century writer like 
Sylva, who, by virtue of being a member of the royal family, is part of a social 
elite. 40  Yet, whilst her work is recognised by critics as popular, it is not 
necessarily seen as literary. Reassessing Sylva becomes part of a broader 
destabilisation of modern definitions of the elite, indicating that the privileged 
female writer was not necessarily seen as part of this category. In fact, her 
privilege brought with it its own set of prejudices.  
                                                 
39Edmund Burke, Reflections on the Revolution in France (1790) in Romanticism. An Anthology, 
ed. by Duncan Wu (1994; Chichester: Wiley-Blackwell, 2012), p. 13. 
40Milner, p. 16. 
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If writers were discriminated against for being working class, then it seems 
that upper-class individuals, particularly women, were also seen as less capable of 
SURGXFLQJ µJUHDW¶ ZRUNV RI ILFWLRQ Again, George Eliot reveals this bias in 
nineteenth-century criticism, noting with disparagement that: 
The fair writers have never talked to a tradesman except 
from a carriage window; they have no notion of the 
working-FODVVHV H[FHSW DV µGHSHQGHQWV¶ >«@. It is clear 
that they write in elegant boudoirs, with violet-coloured 
ink and a ruby pen; that they must be entirely indifferent 
WR SXEOLVKHUV¶ DFFRXQWV DQG LQH[SHULHQFHG LQ HYery form 
of poverty except poverty of brains.41  
 
In both contemporary and modern criticism, there is an added layer of 
gender bias on top of class bias. It is possible that Milner¶VVWDWHPHQWUHIHUVWRthe 
literary elite, but this returns us to the issue of canonicity raised at the beginning 
of this introduction ± how does one become a member of the literary elite? 
Someone else, most likely someone who considers themselves qualified in terms 
of class, education or gender ± and has been recognised as such by institutions of 
authority ± must subjectively value your work.  
In modern literary criticism, where there was once sensation fiction, there 
are new names for popular fiction that GHSUHFLDWHLWVYDOXHµ&KLFN-OLW¶DQGPRUH
UHFHQWO\ WKDQNV WR(/-DPHV¶s (b. 1963) EHVWVHOOHUV µ0XPP\-SRUQ¶not only 
describe a type of µlight¶ µWUDVK\¶ ILFWLRQEXWDOVRDFHUWDLQNLQGRI UHDGHU ± the 
woman who enjoys it. However much we argue against it, there is still a gender 
discrepancy in the way we understand the act of reading and publishers are keen 
to capitalise on it. There is a recognisable market for such fiction, but it is not 
viewed positively. The popular becomes puerile, as does the realm of the female 
                                                 
41George Eliot, p. 444 
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reader. This is in contrast to the assumed male reader of popular fiction by writers 
including Stephen King (b. 1947), now widely celebrated as µDW WKH WRS RI KLV
JDPH¶DQGDV RQHRI$PHULFD¶VPRVWVXFFHVVIXOPDOHZULWHUV42  
To counteract this bias, much modern popular fiction by women has 
EHFRPHZKDW,FDOOµFKDPHOHRQILFWLRQ¶± changing its colours to suit its intended 
reader. Bloomsbury, for example, repackaged the Harry Potter series (1997-2007) 
wiWK µDGXOW-IULHQGO\¶ covers, leading to soaring sales and D µUHYROW¶ DJDLQVW WKH 
original jackets.43 Technology makes this even easier: sales of Twilight (2005-
2008) and Fifty Shades of Grey (2011), have sky-rocketed ± predominantly for the 
Kindle, a device which provides even more anonymity.44 It is unlikely that Kindle 
sales of the works of Shakespeare, or :RROI¶V To The Lighthouse (1927) have 
grown in the same way ± rather than a social stigma, these books are used to 
prove personal worth. There are still groups of people who advocate the value of 
difficulty. Yet what readers throughout the centuries have shown us is that formal 
FRPSOH[LW\ LVQRW WKHRQO\GHILQLWLRQRI µJUHDW¶ OLWHUDWXUH the ability to entertain 
also has a value. We will not stop reading this type of fiction but we will continue 
to apologise for it E\ FKDQJLQJ WKH ERRN¶V DSSHDUDQFH or the way we read it. I 
have mentioned modern literature in this introduction to make a point about 
literary value and the concerns we still express about certain types of literature. 
The current method of expressing our continued anxiety about popular writing ± 
                                                 
42(PPD%URFNHVµ6WHSKHQ.LQJRQDOFRKROLVPDQGUHWXUQLQJWRWKH6KLQLQJ¶Guardian, 21 
September 2013 < http://www.theguardian.com/books/2013/sep/21/stephen-king-shining-sequel-
interview> (accessed 22 September 2013).  
43Nigel Reynolds, µAdult fans taking over HarU\3RWWHU¶Telegraph, 22 June 2007 
<http://www.telegraph.co.uk/culture/books/3666031/Adult-fans-taking-over-Harry-Potter.html> 
(accessed 5 August 2013). 
44$QRQ\PRXVµ)LIW\6KDGHV2I*UH\WRSVP.LQGOHVDOHV¶Independent, 26 June 2012 
<http://www.independent.co.uk/arts-entertainment/books/news/fifty-shades-of-grey-tops-1m-
kindle-sales-7888760.html> (accessed 5 August 2013). 
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and about female writing ± is in terms of literary value being synonymous with 
the avant-garde or the oppressed female figure. As I will argue with regard to 
Sylva, our modern anxieties were shared by the nineteenth-century audiences, for 
whom critics and reviews were a dominant part of literary culture.45  
Indeed, Carey argues that what was µWUXO\PHULWRULRXVLQDUWLVVHHQDVWKH
prerogative of a minority, the intellectuals, and the significance of the minority is 
reckoned to be directly proportionate to its ability to outrage and puzzle the mass. 
Though it usually purports to be progressive, the avant-garde is consequently 
always reactionary.¶ 46  Carey applies this argument to early twentieth-century 
writers, such as Woolf and Joyce, whose belief in the superiority oI µKLJK DUW¶
stemmed from a fear that the swelling population and the rise of both the popular 
newspaper and the popular novelist, would result in the self-determined literary 
elites becoming obsolete. It seems that this anxiety has not left us.   
 
0.4. Carmen Sylva and µliterary health.¶  
Literature, according to Andrew Milner, is µWKHVWXG\QRWRIZULWLQJper se 
EXWRIYDOXHGZULWLQJ¶47 Value is, of course, subjective to the individual and with 
that in mind, it is important not to restrict oneself to other crLWLFV¶GHILQLWLRQVRI
what is µworthy¶ DQG ZKDW LV QRW $ diet such as this does not result in a 
comprehensive understanding of literary culture and the influences that womeQ¶V
writing and popular fiction KDG RQ WKH ZULWHUV ZH QRZ FRQVLGHU WR EH µJUHDW¶
                                                 
45The effects of industrialisation and the rapid growth of the publishing industry fundamentally 
altered the literary landscape. These changes provoked anxiety about the effects literature could 
have when available to the masses, as well as when it was produced by them. Many nineteenth-
century critics and authors argued that allowing women and the lower classes to have access to 
sensation or Gothic fiction would cause them to transgress the boundaries of their class and gender 
and would lead to a rise in criminality and degeneracy. 
46Carey, p. 18. 
47Milner, p. 6. 
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Reassessing Carmen Sylva will allow us to not only consider the intricacies of her 
work afresh, but to address the various social strands that may cause 
marginalisation, recognising the biases towards gender, class and popular fiction 
that were present in the nineteenth century and that can be found in modern 
criticism. It will make us healthier critics.  
There are four main strands to my argument in favour of 6\OYD¶V 
recuperation within nineteenth-century literary culture: 
1. Recovering Sylva allows for a reappraisal of Anglo-German relations and 
Anglo-German writers, that is, writers who were German but who also had 
a British presence. This is both cultural ± in terms of visiting Britain or 
having British acquaintances ± and literary, in terms of the work they 
produced and published.  
2. Sylva paved the way for later writers in terms of her contribution to the 
short story. She contributes to our understanding of the evolution of the 
genre.  
3. Reassessing Sylva provides us with a better understanding of a particular 
type of woman writer. This ZRPDQ¶V ZRUN ZDV QRW HDVLO\ FDWHJRULVHG
oscillating between progressive and traditionalist.  
4. Finally, Sylva is significant in terms of her representation of Romania. 
6\OYDPHGLDWHG5RPDQLDUHSUHVHQWLQJLWVµRWKHUQHVV¶± or, as Chapter Five 
will argue, lack thereof ± before it was popularised by better-known male 
contemporaries such as Bram Stoker. It is possible that it is not the 
vampires that cause the popularity of Dracula, but the Romanian context, 
a topic which has been downplayed in modern criticism.  
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Chapter One will begin by summarising 6\OYD¶V OLIHDQGZRUN ,WFKURQLFOHs her 
currently marginalised status and the limited references in modern criticism. It 
then discusses biographies of her and their significance. Chapter Two will 
consider her physical presence in Britain, focusing on her trip in 1890 and the 
geographical markers left to commemorate that visit. It also investigates the extent 
to which her royal status affected her subsequent marginalisation. Chapter Three 
will establish her place in British literary culture. It will examine the literary 
presence that can be traced over a period of around fifty years, focusing on 
reviews and articles published in the British periodical press as well as printed 
ephemera. Chapter Four is an analysis of her short fiction. It considers 6\OYD¶V
contribution to the genre, which became an increasingly popular part of British 
literary culture as well as 6\OYD¶V RZQ RHXYUH 7his chapter will engage with 
6\OYD¶V SDUWLFLSDWLRQ LQ RQH RI the most heated debates of the late nineteenth-
century ± WKH µ:RPDQ4XHVWLRQ¶ ,Q GRLQJ VR , DUJXH WKDW 6\OYD¶V EOXUULQJ of 
progressive New Woman features with more conservative aspects may have 
impeded a lasting literary reputation. Chapter Five will draw parallels between 
6\OYD¶VZRUNDQGWKDWRIWKUHH%ULWLVKZULWHUVFelicia Hemans, Bram Stoker and 
Edith Nesbit. In doing so, I argue WKDW6\OYD¶V recuperation is an opportunity to 
reconsider these well-known writers. Lastly, Chapter Six will draw together the 
factors affecting her marginalisation and will present a final argument in favour of 
her recovery within modern criticism.  
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Chapter One. (Re)acquainting ourselves with Carmen 
Sylva. 
 
1.1. &DUPHQ6\OYD¶VOLIHDQGVLJQLILFDQFH 
 
In 1843, in a palace in Wied, on the banks of the Rhine, a princess was 
born into a family NQRZQ IRU LWV µLQWHOOHFWXDO SUH-HPLQHQFH¶1 Her uncle, Prince 
Maximilian zu Wied (1782-1867) was an explorer and naturalist who made two 
expeditions to Brazil and North America (1815-1817 and 1832-1834, 
respectively) and published accounts of his travels, which were translated into a 
number of languages.2 Her father, Prince Hermann of Wied (1814-1864), had a 
keen interest in metaphysics, mesmerism and hypnosis and had published his 
research anonymously in 1859, under the title Das unbewusste Geistesleben und 
die göttliche Offenbarung (The Unconscious Life of the Soul and the 
Manifestations of God).3 Although less philosophical in her literary leanings, his 
only daughter would follow in her faWKHU¶VIRRWVWHSVDV3ULQFHVVElisabeth Pauline 
Ottilie Luise zu Wied she would become the first Queen of Romania, but under 
the pseudonym Carmen Sylva, she would become a prolific authoress.4 
 Creative from an early age, Sylva was acquainted with a number of 
prominent intellectuals, who frequented the palace in Wied. These included the 
writer E.M. Arndt (1769-1860) and the painter Karl Friedrich Lessing (1808-
                                                 
1Baroness Deichmann, The Life of Carmen Sylva. Queen of Roumania. Translated from the 
original German work by Baroness Stackelberg, Aus dem Leben Carmen Sylvas (London: Kegan 
Paul, Trench, Trübner & Co. Limited, 1890), p. 2. 
27KHILUVW*HUPDQHGLWLRQRI3ULQFH0D[LPLOLDQRI:LHG¶VTravels in the Interior of North 
America, 1832-1834 was published in Germany in 1837 (Koblenz: Jakob Hölscher); in France in 
1840 (Paris: Arthus Bertrand) and in Britain, in 1843, by a German publisher and print seller 
(London: R. Ackermann and Co.). 
3Gabriel Badea-3ăXQCarmen Sylva, trans. by Silvia Irina Zimmerman (Stuttgart: ibidem-Verlag, 
2011), pp. 21-22. 
4Given the nature of my research and the focus on her literary career, I will continue to refer to the 
queen using this pen-name. 
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1880). Her parents provided her with an English nanny, as well as a tutor who 
conducted lessons in English. She also studied French, Italian, Spanish, Latin and, 
after her marriage, became fluent in Romanian. Biographers report that the first 
QRYHOVVKHUHDGZHUH:DOWHU6FRWW¶V (1771-1832) Ivanhoe (1820) and The Wide, 
Wide World (1850) by the bestselling American author Elizabeth Wetherell 
(1819-1885) (also known as Susan Warner). 5  Sylva remembers reading 
:HWKHUHOO¶VQRYHODVZHOODVZRUNE\5REHUW%XUQV (1759-1796), Thomas Carlyle 
(1795-1881) and the Whig politician and essayist Thomas Babington Macaulay 
(1800-1859).6 She also recounts her recital of Lord ByrRQ¶V (1788-1824) µThe 
Prisoner of ChillRQ¶  ZKLFK UHSRUWHGO\ DPD]HG KHU WXWRU 7  Nicknamed 
µWaldroschen¶ (µLittle Wild Rose¶) by her family, she began composing poetry as 
a young girl and continued to write during the more traumatic aspects of her 
FKLOGKRRGLQFOXGLQJWKHORVVRIKHU\RXQJHUEURWKHU2WWRERUQZLWKµDQRUJDQLF
GLVRUGHU¶ZKRGLHGLQ8 
The young princess took frequent trips with her family, visiting Britain in 
1848 and 1851. In the early 1860s, she travelled across Europe with her aunt, the 
Grand Duchess Hélène of Russia (1807-1873). She spent time in St Petersburg 
with the Tsar and his family, as well as in Paris, Sweden and Switzerland. It was 
on one of these trips that she met Prince Karl (1839-1914), the second son of the 
prominent Hohenzollern family who had fought for the Prussian army in the 
Second Schleswig War (February to October 1864).9 Sylva had previously been 
                                                 
5Deichmann, p. 37. 
6Carmen Sylva, )URP0HPRU\¶V6KULQH trans. by Edith Hopkirk (London: Sampson Low, Marston 
& Co. Limited), p. 175; p. 232. 
7Ibid., p. 231. 
8Deichmann, p. 26. 
9Keith Hitchins, Rumania 1866-1947 (Oxford: Oxford University Press, 1994), p. 14. 
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considered as a potential bride for Prince Albert Edward of Wales, the future King 
Edward VII (1841-1910). 10  In a meeting since romanticised and, if later 
biographies are to be believed, fabricated, an accidental slip on the staircase sent 
Sylva into the arms of her future husband. Biographers also reveal that the 
previously vocationally-minded young princess had declared her aversion to 
marriage, which Sylva¶VPHPRLUV FRQILUP11 Nonetheless, the two were married 
on 15 November 1869. The ceremony was attended by numerous royal families, 
as well as French and German ambassadors representing their respective 
emperors. As Prince Karl had been chosen as Sovereign Prince of Romania in 
1866 ± after the previous ruler, Alexandru Ioan Cuza (1820-1873), was 
overthrown ± the honeymoon was spent travelling to their new home, arriving in 
Bucharest on 25 November of the same year. In 1870, Sylva gave birth to her only 
child, a daughter named Marie. Mother and child took frequent trips together, but 
after one such visit in 1874, Marie died of diphtheria and scarlet fever, which had 
broken out in Bucharest shortly after their return. After a brief sojourn in Britain 
to recover, Sylva returned to Bucharest where she began to write in earnest.  
There thus appear to be a number of possible explanations for this 
development: that a prolific output would not have been possible alongside her 
                                                 
10The monarchs of Europe were closely related during this period: Queen Victoria (1819-1901) 
ZDVQLFNQDPHGWKHµJUDQGPRWKHURI(XURSH¶DQGKHUWKLUGFRXVLQ.LQJ&KULVWLDQ,;RI'HQPDUN
(1818-ZDVNQRZQDVWKHµIDWKHU-in-ODZRI(XURSH¶4XHHQ9LFWRULDPDUULHGKHUILUVWFRXVLQ
Prince Albert of Saxe-Coburg and Gotha (1819-1861), in 1840 and ERWKVDZWKHLUFKLOGUHQ¶V
marriages as an extension of foreign policy, allowing them to establish and maintain links with 
other countries. Their eldest daughter Victoria (1840-1901), for example, married Frederick III of 
Prussia (1831-1888) (their son became Wilhelm II (1859-1941)) and their son Prince Alfred 
(1844-1900) married Grand Duchess Maria Alexandrovna of Russia (1853-1920), whose daughter, 
Marie (1875-1938), became the second Queen RI5RPDQLDDIWHU6\OYD¶VGHDWK. At the outbreak of 
World War One, 4XHHQ9LFWRULD¶VJUDQGVRQ.LQJ*HRUJH9-1936) was the first cousin of 
both Kaiser Wilhelm II and Tsar Nicholas II (1868-1918). The descendants of both the British 
monarch and King Christian IX also occupied the Danish, Greek, Norwegian and Spanish thrones. 
11)URP0HPRU\¶V6KULQH, p. 195. 
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royal and maternal duties, or that writing acted as a form of compensation for the 
loss of her child and the absence of any others. Early biographers cite this period 
as the point in which Sylva produced the collection of short stories, Leidens 
Erdengang (Pilgrim Sorrow), eventually published in 1882 in Germany and 1884 
in Britain. Simultaneously, she began to promote and translate the works of 
Romanian writers.  
Sylva was also involved in the Russo-Turkish War (1877-1878), in which 
Romania sided with Russia. With her husband on the frontlines, Sylva turned 
areas of her palace, as well as the local monastery where she had made her 
summer home, into hospitals. She personally administered to patients, becoming 
NQRZQ DV µ0XPD 5DQLWLORU¶ µ0RWKHU RI WKH:RXQGHG¶ ,Q UHFRJQLWLRQ RI WKLV
work, Sylva received the Order of St Catherine, encrusted with diamonds, as a 
birthday present from the Russian Tsarina. Sylva also established her own Order 
during the war: the Order of Elizabeth ± consisting of a gold cross on a blue 
ribbon ± WRUHZDUGGLVWLQJXLVKHGVHUYLFH¶12 
6\OYD¶V ILUVW SXEOLFDWLRQV RFFXUUHG DIWHU WKH ZDU 8QWLO  ZKHQ D
German translation of a Romanian poem appeared in the German newspaper 
Gegenwart XQGHU WKH SVHXGRQ\P µ( :HGL¶ VKH KDG SXEOLVKHG QRWKLQJ LQ WKH
public sphere. She had, however, produced private volumes, such as her Book of 
Gospels for the Curtea de Arges Cathedral. There was a drastic change from the 
late 1870s onwards and it has been suggested that between 1878 and 1884 Sylva 
published twenty-five volumes.13 Whilst there is no definitive explanation for this 
                                                 
12$QRQ\PRXVµ&DUPHQ6\OYD¶RQProdan Romanian Cultural Foundation website, 
<http://www.romanianculture.org/personalities/Carmen_Sylva.htm> (accessed 13 August 2013). 
13Elizabeth Burgoyne, Carmen Sylva. Queen and Woman (London: Eyre & Spottiswood, 1941), p. 
127. 
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change from private to public publishing, this decision coincides not only with the 
end of the Russo-Turkish War, but also ZLWKWKHIRXQGDWLRQRI6\OYD¶VQXPHURXV
charitable foundations. Dedicated to charity work, Sylva published in order to 
donate whatever profits she made from her pen to these projects.14 She began with 
a society for poor relief in 1871 and this was followed in quick succession by 
charities designed to benefit nearly every strand of Romanian society: a society to 
translate books ± particularly school text books ± into Romanian; a local 
orphanage, Asyle Hélène, where she helped to finance the building of a church; a 
society to give employment to poor women through sewing; the Regina Elisabeto 
Societate de Binefacere for the elderly and the Sisters of Charity (Institulul 
6XURULORUGH&DULWDWHµ5HJLQD(OLVDEHWD¶), which trained nurses. Publishing in the 
public sphere therefore had a financial incentive. Indeed, after her death The New 
York Times UHSRUWHG WKDW VKH µOHIW DOOKHUSURSHUW\ WR FKDULWDEOH LQVWLWXWLRQV¶15 If 
her formal role as a queen made a commercial career as a writer socially 
inappropriate, then writing to fund charitable projects was a way for her literary 
work to achieve positive recognition.  
Her early work was published under a number of pseudonyms beginning, 
as I noted, ZLWKµ(:HGL¶± an anagram of her name and place of birth (Elisabeth 
and Wied 6KH ODWHU SURJUHVVHG WR µ'LWWR XQG ,GHP¶ WKH IRUPHU EHLQJ 6\OYD¶V
pen-name and the latter belonging to Mite Kremnitz (1852-1916). German-born 
Kremnitz was the daughter of the famous surgeon Heinrich Adolf von Bardeleben 
                                                 
147KLVLVKLQWHGWKURXJKRXW(OL]DEHWK%XUJR\QH¶VELRJUDSK\ and is explicitly stated by Jennie 
Chappell in Women of Worth. Sketches from WKHOLYHVRI³&DUPHQ6\OYD´,VDEHOOD%LUG%LVKRS
Frances Power Cobbe and Mrs Branwell Booth /RQGRQ6:3DUWULGJH	&R/WGµWKH
fact that all the money she gains by her pen is devoted to the relief of poverty and suffering among 
her subjects rDLVHVKHUKLJKHUWKDQDQ\OLWHUDU\KRQRXUZKLFKKDVHYHUEHHQDZDUGHGKHU¶S 
15$QRQ\PRXVµ48((1¶6(67$7(72&+$5,7<¶The New York Times, 6 March 1916, 
<http://query.nytimes.com/gst/abstract.html?res=9806E2D8103FE233A25755C0A9659C946796
D6CF> (accessed 20 July 2013).  
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(1819-1895), a founding member of the Deutsche Gesellschaft für Chirurgie. She 
EHFDPH6\OYD¶V0DLGRI+RQRXULQDIWHUPRYLQJto Bucharest in 1875 with 
her husband Wilhelm, a doctor, and their children. After his death in 1897 
Kremnitz left Bucharest for Berlin, where she continued to write until her death. 
With Kremnitz, Sylva produced a number of short novels, including Aus Zwei 
Welten (1884) and Astra (1886), which do not appear to have been published in 
Britain. .UHPQLW]¶V KXVEDQG DOVR FRQWULEXWHG WR 6\OYD¶V H[SDQGLQJ OLWHUDU\
reputation, helping her to devise her longest-running pseudonym of Carmen 
Sylva.16  Wanting to reflect her love of nature and connect to the heritage of 
Romania, she combined the LaWLQ ZRUGV IRU µVRQJVLQJLQJ¶ µFDUPHQ¶ ZLWK
µV\OYDH¶PHDQLQJµRIWKHIRUHVW¶ Carmen Sylva was born.  
7KH ILUVW SLHFHV SXEOLVKHG XQGHU WKLV QHZ QDPH ZHUH µ+DPPHUVWHLQ¶ a 
KLVWRULFDO SRHP DQG µ6DSSKR¶ which focused on the Ancient Greek poetess. 
Sappho re-entered literary culture as a result of a neo-Classical revival from the 
mid-eighteenth century and can be found in the works of Robert Southey (1774-
1843), Felicia Hemans and Letitia Elizabeth Landon. In the later decades of the 
nineteenth century, Christina Rossetti (1830-1894) and Michael Field (the 
pseudonym of Katherine Bradley (1846-1914) and Edith Cooper (1862-1913)) 
also produced poetry influenced by, or focusing on, the Greek poetess. Margaret 
Reynolds notes that not all of the women listed here would have read the Greek 
IUDJPHQWV RI 6DSSKR¶V SRHWU\ EXW QHYHUWKHOHVV DUJXHV that Sappho became a 
µSRZHUIXO0XVH ILJXUH IRU WKH 9LFWRULDQ ZRPHQ SRHWV D0XVH ILJXUH WKDW ZDV
perennially interesting because she was so much about themselves and their own 
                                                 
16Burgoyne, p. 108. 
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SURMHFWV¶17 From the beginning of her literary career, then, as will be discussed in 
PRUH GHWDLO LQ &KDSWHU )RXU &DUPHQ 6\OYD¶VZRUN VKRZHG KHU LQWHUHVW LQ DQG
adherence to, contemporary cultural and literary conventions. 
,Q WKH HDUO\ V KRZHYHU 6\OYD¶V LQYROYHPHQW LQ WKH )HUGLQDQG-
Vacaresco affair meant that she was forced to leave Romania and her charitable 
enterprises. +HU KXVEDQG¶V QHSKHZ DQG KHLU WR WKH 5RPDQLDQ WKURQH 3ULQFH
Ferdinand (1865-1927), began a relationship with Hélène Vacaresco (1864-1947), 
6\OYD¶VORng-time acquaintance and collaborator on The Bard of the Dimbovitza.18 
Ferdinand and Hélène wished to marry, but outrage ensued within the Romanian 
court. Early biographers state that according to the Romanian constitution, the 
heir to the throne was not permitted to marry a Romanian, but Gabriel Badea-
3ăXQ has more recently suggested that there was little legal reason to forbid the 
match. Instead, he argues that it was because the government feared that the 
marriage would hand back an element of power to the boyar families who had 
once ruled Romania (until the 1866 constitution), and that this would damage and 
delegitimise the prestige of the current dynasty.19 Sylva, who was seen as having 
orchestrated and encouraged the match, was subsequently exiled from Romania, 
DSSDUHQWO\DWKHUKXVEDQG¶VEHKHVW6KHUHWXUQHGLQ 1893, in time for the wedding 
of Ferdinand to Princess Marie, granddaughter of Queen Victoria. Sylva had met 
the British monarch several times, the most recent being her 1890 tour of Britain, 
when she had stayed at Balmoral. It is possible that they had met decades earlier, 
KRZHYHUDV4XHHQ9LFWRULD¶VMRXUQDOHQWU\VXJJHVWVµ,ZDVGHOLJKWHGWRVHH
                                                 
17Margaret Reynolds, The Sappho History (Basingstoke: Palgrave Macmillan, 2003), p. 126. 
18These were a selection of folktales that Vacaresco had collected and transcribed into Romanian. 
Sylva then translated the volume into German and Alma Strettell (1856-1939) produced the 
English translation. 
19Badea-3ăXQS 
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the Queen [of Roumania] again, which I had not done since ¶¶20 There is no 
information to suggest that Carmen Sylva was in Britain at this time, so it is 
possible that she met the British monarch at a ball in Karlsruhe, Germany, which 
she attended with her father in 1863 and which was her first introduction to 
society.21 
In her later years, Sylva published prolifically in many different languages. 
Her collection of aphorisms, first written and published in French under the title 
/HV 3HQVpHV G¶XQH 5HLQH, won the Prix Botta for Literature in 1888, a prize 
awarded by the Académie française.22 She continued to work until her death in 
1916, which was mourned by the Romanian people and on an international scale. 
Newspapers from around the world published obituaries and reported on her 
funeral in Bucharest, the significance of which will be discussed in Chapter Three.  
 
1.2. Criticism Past and Present. 
 
 Despite her social connections and varied publishing history, Carmen 
Sylva is rarely discussed in modern criticism. This project began whilst collecting 
preliminary data about the presence of German writers in British culture. Whilst 
DUWLFOHV DQG UHYLHZV RI *HUPDQ µJUHDWV¶ VXFK DV -RKDQQ:ROIJDQJ YRQ *RHWKH
(1749-1832), Friedrich Schiller (1759-1805) and Ferdinand Freiligrath (1810-
1876) were frequent, there were very few references to German women. Carmen 
                                                 
207KH/HWWHUVRI4XHHQ9LFWRULD$6HOHFWLRQIURPKHU0DMHVW\¶V&RUUHVSRQGHQFHDQG-RXUQDO
between the years 1886 and 1901, ed. by George Earle Buckle, 3 vols (London: John Murray, 
1930), I (1886-1890),  p. 642. 
21Countess A. von Bothmer, The Sovereign Ladies of Europe (London: Hutchinson & Co., 1899), 
p. 356. 
22The Prix Botta was awarded every four years between 1875 and 1985. It was presented to the 
individual who produced the best essay (in either Latin or French) on the theme of women. See 
$QRQ\PRXVµ3UL[%RWWD¶LQAcadémie français, <http://www.academie-francaise.fr/prix-botta> 
(accessed 3 June 2013). 
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Sylva was one of the exceptions. Further research uncovered results relating to her 
that initially extended only as far as the early twentieth century. As will be 
discussed later in this chapter, there have been recent reprints of some of 6\OYD¶V
works, but these were produced in German. English-language reprints are very 
limited, the most recent being in 1996, when a facsimile of her 1896 collection of 
Romanian folktales, Legends from River and Mountain was published by 
Felinfach, in Llanerch, Wales. It is unclear why this reprint occurred, other than 
the fact that it was a century after its initial publication. Other English-language 
reprints are limited not only in frequency, but also in size. For example, five 
poems by Sylva were published in An Anthology of Romanian Women Poets in 
1994. 23  In 2001, a single fairy tale ± µ)XUQLFD ± 4XHHQ RI WKH $QWV¶ ± was 
SXEOLVKHGDVSDUWRIDQRWKHUDQWKRORJ\RIZRPHQ¶VZULWLQJ24 
The purpose of this thesis is therefore to present Carmen Sylva as a case 
study, arguing in favour of her recuperation as a forgotten nineteenth-century 
writer. Evidence of her literary presence in Britain ± defined here as the sustained 
interest in Sylva in British periodicals ± will be uncovered. As this thesis will 
indicate, this is a period of fifty years, from May 1881 to May 1931. As I argued 
in the introduction, I will also engage with methodological questions surrounding 
recovery projects, the reasons why certain writers fade from critical consciousness 
and the benefits of critical reassessment. Through analysis of her literary presence, 
it should be possible to ascertain not only the scope of interest in Carmen Sylva 
during the nineteenth and early twentieth century, in comparison with other 
                                                 
23An Anthology of Romanian Women Poets, ed. by Adam J. Sorkin and Kurt W. Treptow (1994, 
1HZ<RUN,DúLWKH&HQWHUIRU5RPDQLDQ6WXGLHV 
24&DUPHQ6\OYDµ)XUQLFD± Queen of the Ants,¶WUDQVE\-HDQQLQH%ODFNZHOOLQ7KH4XHHQ¶V
Mirror. Fairy Tales by German Women, 1780-1900, ed. and trans. by Shawn C. Jarvis and 
Jeannine Blackwell (London: University of Nebraska Press, 2001), pp. 325-333. 
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women writers, but to also consider what her presence reveals about British 
literary culture during this period.  
 
,QDVVHVVLQJ WKHSRWHQWLDO IRU6\OYD¶V UHFXSHUDWLRQLW LVQHFHVVDU\ WRILUVW
establish how much material has been written about her. Conducting a name 
search on databases such as British Periodicals Online returned over seven 
hundred results between the late nineteenth and early twentieth century. As well 
as articles, adverts and reviews, a number of commemorative pieces were 
dedicated to Sylva. These act as a tribute to her life and work, as well as a 
testament to interest in her during her lifetime. Postcards featuring her image were 
produced, both in Britain ± including DVRXYHQLURIWKH:RPDQ¶V([KLELWLRQ
at Earls Court ± as well as continental Europe. As of 1908, the French 
businessman Félix Potin (1820-1871) featured Sylva as one of five hundred 
Celebrites Contemporaires (contemporary celebrities) from around the world.25 
7KHSXEOLF¶VLQWHUHVWLQIDPRXVIDFHVZDVQRWQHZWRWKHfin-de-siècle, but by the 
time Sylva began to publish, the reproduction of photographs and images of an 
author had become a convention of book publishing. Annette R. Federico, for 
example, notes that Marie Corelli refused to be interviewed or photographed in 
RUGHUWRUHPDLQLQµFRQWURORIKHUFHOHEULW\,¶EXWDOVRUHFRJQLVHVWKDWDXWKRUVZHUH
µH[SHFWHGWRFRRSHUDWHLQWKHcommodification of their faces, bodies, pets, houses, 
DQGIDYRXULWHKDXQWVDOOLQWKHQDPHRIDUW LIQRWSURILW¶26 As John Plunkett has 
noted ± to be discussed in more detail Chapter Three ± Queen Victoria was one of 
                                                 
25$OVRLQFOXGHGLQWKLVFROOHFWLRQZHUH6\OYD¶VKXVEDQG.LQJ&DUROWKH)UHQFKSROLWLFLDQ+HQUL
Rochefort (1831-1913), Otto von Bismarck (1815-1898) and Grand Duchess Olga Nikolaevna of 
Russia (1895-1918). 
26Annette R. Federico, Idol of Suburbia. Marie Corelli and Late-Victorian Literary Culture 
(Charlottesville, Virginia: The University Press of Virginia, 2000), p. 21. 
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the first monarchs to actively embrace the media. Royal photographs were 
UHJXODUO\ SULQWHG IURP  RQZDUGV DQG 6\OYD¶V UHODWLRQVKLS ZLWK the British 
press conformed to this convention.27  
Literature, as well as images, was also dedicated to Sylva. The German 
poet Johanna Ambrosius (1854-1939) addressed a poem to Sylva in her Poems. 
First published in German in 1894, the volume proved popular on an international 
scale, translated in America in DQG%ULWDLQ LQ$PEURVLXV¶Vpoem, in 
which Sylva is the symbol of µDOOEHDXW\ZKLFKWKHKHDY¶QDQGHDUWKHQIROG¶ZDV
republished in the American periodical, New Century Path, in 1904 ± testament to 
continuing interest in Sylva.28 Emma Lazarus (1849-1887), an American poet best 
known for her VRQQHW µ7KH 1HZ &ROORVXV¶ (1883) ± lines from which were 
engraved on the Statue of Liberty in 1903 ± also published a poem about Sylva. 
µ7R&DUPHQ6\OYD¶ appeared in the American periodical, Century Magazine, in 
1888 and was UHSULQWHG LQ -DPHVDQG0DU\)RUG¶V DQWKRORJ\Every Day in the 
Year in 1902. The anthRORJ\ VXEWLWOHG DV µ$ 3RHWLFDO (SLWRPH RI WKH:RUOG¶V
+LVWRU\¶LVDUUDQJHGDFFRUGLQJWRWKHFDOHQGDUFRPPHPRUDWLQJKLVWRULFDOHYHQWV
DV ZHOO DV µWKH PHQ DQG ZRPHQ ZKR KDYH OHIW DQ LPSULQW RQ WKHLU GD\ DQG
JHQHUDWLRQ¶29 The anthology also includes poems addressed to Charles Dickens, 
Thomas Carlyle and Isaac Newton (1642-1727), and features the work of Alfred 
Lord Tennyson (1809-1892), Robert Browning (1812-1889) and William 
Wordsworth (1770-1850) DPRQJ RWKHUV /D]DUXV¶V SRHP, to be discussed in 
                                                 
27John Plunkett, Queen Victoria. First Media Monarch (Oxford: Oxford University Press, 2003), 
p. 10. 
28-RKDQQD$PEURVLXVµ&DUPHQ6\OYD¶LQPoems, by Johanna Ambrosius, ed. by Professor Karl 
Schrattenthal, trans. by Mary J. Safford (1894; Boston: Roberts Brothers, 1896), p. 93.  
29-DPHV/)RUGDQG0DU\.)RUGµ3UHIDFH¶LQEvery Day in the Year, ed. by James L. Ford and 
Mary K. Ford (1902; New York: Dodd, Mead & Company, 1969), n. pag. 
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Chapter Three, is included RQ'HFHPEHU6\OYD¶VELUWKGD\DQGDGGUHVVHVKHU
DVµ0RWKHU3RHW4XHHQLQRQH¶30 
On a rudimentary level, this indicates that Sylva and her writing were 
indeed being discussed during her lifetime. Although some of these pieces were 
produced in America or continental Europe, they are still relevant as evidence of a 
sustained interest in Sylva and recognition of her as a significant literary figure 
with an international reputation. This corresponds with interest in German literary 
figures and their writing within British culture at this time, as established by 
twentieth-FHQWXU\FULWLFV VXFKDV6XVDQQH6WDUN6WDUN¶V VWXG\³%HKLQG ,QYHUWHG
&RPPDV´ 7UDQVODWLRQ DQG $QJOR-German Cultural Relations in the Nineteenth 
Century (Clevedon: Multilingual Matters Ltd, 1999), provides a useful overview 
of Anglo-German cultural relations, documenting the British literary communities 
dedicated to reading German, as well as listing translators of German literature. 
German Literature in British Magazines 1750-1860, edited by Bayard Quincey 
Morgan and A.R. Hohlfeld (Madison, Wisconsin: University of Wisconsin Press, 
1949), presents the physical evidence of this interest in German literature, listing 
the German writers published in one hundred and sixty four British magazines, 
including the Athenaeum and %ODFNZRRG¶V 0DJD]LQH. Although German male 
writers such as Goethe, the poet Johann Ludwig Uhland (1787-1862) and Schiller 
are shown to be the most prominent, a number of women writers are referenced, 
including Fanny Lewald (1811-1889) and Ida von Hahn-Hahn (1805-1880). 
However, since this survey does not extend beyond 1860, it is unhelpful with 
                                                 
30(PPD/D]DUXVµ7R&DUPHQ6\OYD¶LQEvery Day in the Year, p. 419. 
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regard to XQGHUVWDQGLQJ 6\OYD¶V UHSXWDWLRQ ZKRVH OLWHUDU\ SUHVHQFH GLG QRW
develop until the late 1880s.  
Nevertheless, as the second chapter of this thesis will indicate, Sylva was 
published and discussed in a wide variety of these same periodicals, as Bayard 
Quincey Morgan himself recognised, albeit on a limited level, in his A Critical 
Bibliography of German Literature in English Translation 1481-1927. This study 
provides the longest list of English-ODQJXDJH HGLWLRQV RI 6\OYD¶V ZRUNV OLVWLQJ
seventeen titles in total. Morgan includes information on translations ± even 
GHVFULELQJVRPHDV µYHU\JRRG¶± as well as a list of reprints, which has proved 
very useful in assessing continued interest in Sylva during her lifetime.31 It is, 
KRZHYHU OLPLWHG WR VLQJOH YROXPHV RI 6\OYD¶V ZRUNV UDWKHU WKDQ D PRUH
exhaustive list of all her publications. As will be indicated in Appendix Five, such 
a list would include the pieces published in anthologies and the British periodical 
press.  
6WDUNDQG4XLQFH\0RUJDQ¶V studies suggest that there was a clear interest 
in German literature in the nineteenth century but, for reasons this thesis will 
consider, this interest has not been investigated as strongly for women writers like 
Carmen Sylva. Assessing modern interest in Sylva, then, becomes problematic. 
There is a recurring limitation found in sources with references to her: as will be 
discussed at a later stage in this chapter, lists of her published works are often 
incomplete. The Wellesley Index to Victorian Periodicals, 1824-1900, for 
example, includes only one listing for Carmen Sylva ± a short story published in 
Temple Bar in 1882 ± and does not include listings for other magazines, such as 
                                                 
31Bayard Quincey Morgan, A Critical Bibliography of German Literature in English Translation 
1481-1927 (1922; New York: The Scarecrow Press, Inc, 1965), p. 84. 
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the Fortnightly Review or the New Review.32  This could be tied to her status as a 
woman writer, whereby infrequent references to Sylva are a symptom of a wider 
gender imbalance in modern criticism when discussing German writers. The 
majority of recent studies focus SUHGRPLQDQWO\ RQPDOH µJUHDWV¶ a bias that the 
recuperation of Carmen Sylva aims to address. It is widely recognised that Goethe 
was the most popular German author in Victorian Britain and his status has been 
maintained in what could be termed the BritiVK µFDQRQ¶ RI *HUPDQ OLWHUDWXUH
which developed from nineteenth-century studies of German literature by 
µ*HUPDQRSKLOHV¶ OLNH :LOOLDP 7D\ORU (1765-1836) and Thomas Carlyle. 
Rosemary Ashton, for example, in The German Idea (Cambridge: Cambridge 
University Press, 1980), provides contextual information on the development of 
LQWHUHVW LQ *HUPDQ FXOWXUH WKURXJK KHU HQJDJHPHQW ZLWK NH\ µ*HUPDQRSKLOHV¶
such as Carlyle, Samuel Taylor Coleridge (1772-1834), and G.H. Lewes (1817-
1878). She notes WKHLU LQWHUHVW LQ HTXDOO\ µJUHDW¶*HUPDQPHQ the philosophers 
Immanuel Kant (1724-1804) and Ludwig Feuerbach as well as Goethe. 
Reconsidering this interest will provide a more accurate picture of British literary 
culture during this period, not least by indicating that British awareness of 
international writing was more wide-ranging than was initially thought.  
 
Subsequently, twentieth-century scholarship has largely reinforced the 
prejudices of nineteenth-century studies and anthologies, which gave preferential 
treatment to male writers and almost entirely overlooked the influence of German 
women writers on British society. Carlyle wrote numerous essays focusing on the 
                                                 
32The Wellesley Index to Victorian Periodicals, 1824-1900, ed. by Walter E. Houghton, 5 vols 
(London: Routledge & Kegan Paul, 1966-1989). 
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FDQRQLFDO µJUHDWV¶ VXFK DV 6FKLOOHU and Novalis (pseudonym of Georg Philipp 
Friedrich von Hardenberg) (1772-1801), and his Critical and Miscellaneous 
Essays, in Seven Volumes (London: Chapman and Hall, 1839) contains a number 
RI HVVD\V RQ *RHWKH¶V OLIH ZRUNV DQG GHDWK Similarly, Frederick MetcalfH¶V
History of German Literature: Based on the German Work of Vilmar (London: 
Longman, Brown, Green, Longmans, & Roberts, 1858) only references four 
women across the entire anthology and often in no detail beyond their names. The 
exception is a single reference to the lyrical poems of Annette von Droste-Hülshof 
(1797-1848). A later anthology by William Scherer references a larger number of 
women, nineteen in total, but the majority are mentioned not as writers, but in 
terms of their relationships with canonLFDOµJUHDWV¶33  
By the 1890s, however, the focus on eighteenth-century women writers 
appears to have shifted and an 1892 anthology covers a number of nineteenth-
century German women writers, such as Ida von Hahn-Hahn and Fanny Lewald. 
Nevertheless, these references remain limited, ultimately illustrating the extent to 
which German literature was canonised in the nineteenth century to exclude 
women writers. These preferences are recognised stylistically within James K. 
+RVPHU¶V DQWKRORJ\ZKHUHE\ µWKH IHZ Vupreme names are printed in italicised 
FDSLWDOV¶DQGµ5RPDQVPDOOOHWWHUVLQGLFDWHDWKURQJZKRWKRXJKXQGLVWLQJXLVKHG
                                                 
33William Scherer, A History of German Literature Oxford: The Clarendon Press, 1886). See, for 
H[DPSOH6FKHUHU¶VUHIHUHQFHWR&KDUORWWH6WHLQ-1827), who is included in the anthology 
because of her relationships with Schiller and Goethe. It is also interesting to note that Metcalfe 
and SchHUHU¶VDQWKRORJLHVDOWKRXJKSXEOLVKHGLQ(QJOLVKDUHHLWKHUEDVHGRQSUHYLRXV*HUPDQ
VFKRODUVKLSLQWKHFDVHRI0HWFDOIH¶VDQWKRORJ\RUZHUHZULWWHQLQ*HUPDQDQGWUDQVODWHGLQWR
(QJOLVKLQWKHFDVHRI6FKHUHU¶VDQWKRORJ\ZKLFKZDVWUDQVODWHGE\0UVF.C. Conybeare ± Max 
0OOHU¶VGDXJKWHU0DU\ 
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VWLOO GHVHUYH QRWLFH LQ DQ HODERUDWH VWXG\¶ 34  The women writers Hosmer 
references are all in this latter category and are not mentioned in the main body of 
the anthology. +RVPHU¶V lack of engagement with their work suggests they are 
recognised as less significant and only worthy of the briefest of references. 
Twentieth-century surveys of German literature, such as A Literary History of 
Germany, have maintained this canonical focus.35 Although the editors, Kenneth 
J. Northcott and R.T. Llewellyn, note that the anthology is not designed as a 
µFDWDORJXH¶EXWµWRWU\DQGFDSWXUHWKHVSLULWDQGOLWHUDU\JHQLXVRIDJLYHQSHULRG
through a selectiRQRI W\SLFDODQGRXWVWDQGLQJ WH[WV¶ WKHLUDSSURDFKFOHDUO\GRHV
not extend to an interest in German women writers.36 Certain women, including 
Annette von Droste-Hülshoff, are again mentioned, but the collection continues to 
give preference to male writers and reference women in the context of their 
relationships with these men.  
This bias is continued in modern scholarship. Ruth Whittle and Debbie 
Pinfold have chronicled the political writing produced by Malwida von 
Meysenbug (1816-1903), Fanny Lewald, Johanna Kinkel (1810-1858) and Louise 
Aston (1814-1871), but there is no full length study of German women writers 
and their influence on British literary culture.37  Discussion of such writers is 
limited to isolated chapters and articles by critics including Rosemary Ashton, 
                                                 
34James K. Hosmer, A Short History of German Literature (London: Sampson Low, Marston and 
Company, 1892), p. 579. 
35.HQQHWK-1RUWKFRWWDQG57/OHZHOO\Qµ)RUHZRUG¶LQA Literary History of Germany. The 
Nineteenth Century, 1830-1890, by G. Wallis Field (London: Ernest Benn Limited, 1975), ix. 
36Ibid. 
37Ruth Whittle and Debbie Pinfold, Voices of Rebellion Political Writing by Malwida von 
Meysenbug, Fanny Lewald, Johanna Kinkel and Louise Aston (Bern: Peter Lang AG, 2005). 
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Gisela Argyle and Carol Diethe.38 /RQJHU ZRUNV GHGLFDWHG VROHO\ WR ZRPHQ¶V
writing, such as -R&DWOLQJ¶VHGLWHGFROOHFWLRQ$+LVWRU\RI:RPHQ¶V:ULWLQJ LQ
Germany, Austria and Switzerland (Cambridge: Cambridge University Press, 
2000), aim tR SURYLGH D IXOO DFFRXQW RI ZRPHQ¶V ZULWLQJ in German from the 
Middle Ages to the present, as well as a bibliographical guide, but do not detail 
any potential influence they had outside of their homelands. Whilst some 
FKDSWHUV VXFK DV 3DWULFLD +RZH¶V µ:RPHQ¶V ZULWLQJ -¶ SURYLGH WKH
FRQWH[WXDO EDFNJURXQG WR ZRPHQ¶V ZULWLQJ GXULQJ WKLV SHULRG FKURQLFOLQJ WKH
VORZLPSURYHPHQWVLQZRPHQ¶VHGXFDWLRQLQ*HUPDQ\WKHUHLVOLWWOHHQJDJHPHQW
with the international presence of these women.39 Moreover, they do not make 
any reference to Carmen Sylva.  
 
Despite the argument that the OLPLWHGLQWHUHVWLQ*HUPDQZRPHQ¶VZULWLQJ
KDVQHJDWLYHO\ LQIOXHQFHG6\OYD¶V OLWHUDU\UHSXWDWLRQVKHDOVRKDVDYHU\ OLPLWHG
presence in collections which specifically focus on womHQ¶V OLWHUDWXUH.40  This 
could be connected to her status as a non-canonical and largely marginalised 
writer and could also reflect the motives of the various editors. Women and 
Gender in Central and Eastern Europe, Russia and Asia, for example, edited by 
                                                 
38)RUH[DPSOHWKHUHLVDFKDSWHULQ5RVHPDU\$VKWRQ¶VLittle Germany (Oxford: Oxford 
8QLYHUVLW\3UHVVDVZHOODV&DURO'LHWKH¶Vµ.HHSLQJEXV\LQWKH:DLWLQJ5RRP*HUPDQ
:RPHQ:ULWHUVLQ/RQGRQIROORZLQJWKHUHYROXWLRQ¶LQExiles from European Revolutions. 
Refugees in Mid-Victorian England, ed. by Sabine Freitag (New York: Berghahn Books, 2003), 
pp. 253-274*LVHOD$UJ\OHKDVDOVRIRFXVHGRQWZRZRPHQZULWHUVLQµ7KH+RUURUDQGWKH
Pleasure of Un-English Fiction: Ida von Hahn-Hahn aQG)DQQ\/HZDOGLQ(QJODQG¶Comparative 
Literature Studies, 44 (2007), 144-165.  
393DWULFLD+RZHµ:RPHQ¶V:ULWLQJ-¶LQ$+LVWRU\RI:RPHQ¶V:ULWLQJLQ*HUPDQ\
Austria and Switzerland, ed. by Jo Catling (Cambridge: Cambridge University Press, 2000), pp. 
88-103. 
40These were the %ORRPVEXU\*XLGHWR:RPDQ¶V/LWHUDWXUH, ed. by Claire Buck (London: 
Bloomsbury Publishing Limited, 1992) and An Encyclopaedia of Continental Women Writers, ed. 
by Katherina M. Wilson, 2 vols (London: St James Press, 1991). There was no mention to Carmen 
Sylva under her pen name, her real name (Elisabeth) or as the Queen of Romania. 
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Mary Zirin, Irina Livezeanu, Christine D. Worobec and June Pachuta Farris, 
purports to be a comprehensive bibliography but only includes a list of thirteen 
ZRUNVIRU6\OYD0RUHRYHUGHVSLWHWKHLUUHFRJQLWLRQWKDWVKHµZURWHH[WHQVLYHO\¶
four of the thirteen entries do not refer to 6\OYD¶V RULJLQDO ZRUN EXW to 
biographies. 41  Similarly, the scope of the Bloomsbury Guide, which aims to 
SURGXFHDQLQWHUQDWLRQDODFFRXQWRIZRPHQ¶VZULWLQJDQGµHQVXUHWKDWWKHZULWHUV
included represent as many different kinds of literary production as possible,¶
inevitably results in some women writers being excluded. 42  However, the 
anthology references other German women who were writing both before and 
GXULQJ 6\OYD¶V OLIHWLPH 0DWKLOGH %OLQG (1841-1896), Ida von Hahn-Hahn, 
Johanna Kinkel DQG)DQQ\/HZDOG.DWKHULQD0:LOVRQ¶VAn Encyclopaedia of 
Continental Women Writers also provides information on Hahn-Hahn and Kinkel. 
As is explained in Chapter Three in more detail, German women writers such as 
Fanny Lewald have a significantly smaller British presence than Sylva, but have 
remained in public consciousness. It appears that there are certain nineteenth-
century German women writers who are discussed within modern scholarship, but 
Carmen Sylva is not one of them.  
Encyclopaedias that GR GLVFXVV 6\OYD¶V OLIH DQG ZRUNV SUHGRPLQDQWO\
present the same information: Carmen Sylva was the pseudonym of Elisabeth,  the 
Queen of Romania, who was born in the Neuwied in 1843 and died in Bucharest 
                                                 
41Women and Gender in Central and Eastern Europe, Russia and Asia. A Comprehensive 
Bibliography, ed. by Mary Zirin, Irina Livezeanu, Christine D. Worobec and June Pachuta Farris, 
2 vols (New York: M.E. Sharpe, Inc, 2007), I (Southeastern and East Central Europe), ed. by Irina 
Livezeanu and June Pachuta Farris, p. 332. 
42&ODLUH%XFNµ,QWURGXFWLRQ¶LQ%ORRPVEXU\*XLGHWR:RPDQ¶V/LWHUDWXUH, ed. by Claire Buck 
(London: Bloomsbury Publishing Limited, 1992), ix-x. 
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in 1916.43 The Deutsches Literatur Lexikon is the only encyclopaedia to attempt a 
comprehensive list of her original works, her tranVODWLRQVRIRWKHUZULWHUV¶ZRUNs 
and literature written about her. The bibliography moves chronologically from 
one of her first published works ± µ+DPPHUVWHLQ¶ LQ  ± to a posthumous 
FROOHFWLRQRI6\OYD¶VOHWWHUV, published in 1920. It should be noted, however, that 
this encyclopaedia focuses on German-ODQJXDJH HGLWLRQV RI 6\OYD¶V ZRUN DQG
does not reference volumes published in other languages, thus limiting its 
usefulness for this study. 
 W.N. Hargreaves-Mawdsley is the only critic to GHVFULEH6\OYDDVDµSRHW
and prose-writer, writing in Rumanian, German, French and English,¶UDWKHUWKDQ
in familial or matrimonial terms.44 However, the limited information on Carmen 
Sylva in his Dictionary of European Writers is again connected with Hargreaves-
0DZGVOH\¶Voverall aims, specifically KLVGHFLVLRQWRLQFOXGHDZULWHURQO\LIµKLV
work is (a) of historical value as illustrating the social life of his day, (b) if he 
influenced a large public and (c) if his work, mediocre in itself and almost dead, 
startHG D OLWHUDU\ PRYHPHQW RU LQVSLUHG DQ DXWKRU JUHDWHU WKDQ KLPVHOI¶ 45 
Hargreaves-Mawdsley does not provide explicit evidence of Sylva adhering to 
these criteria. Indeed, his use of masculine pronouns may be further indication of 
gender bias. Nevertheless, the information presented in this thesis will assert that 
CarmeQ 6\OYD¶V OLIH DQG ZRUN UHIOHFW at least the first two of Hargreaves-
0DZGVOH\¶VFDWHJRULHV 
                                                 
43These were: W.N. Hargreaves-Mawdsley, Dictionary of European Writers (London: J.M. Dent 
& Sons Ltd, 1968); Henry and Mary Garland, The Oxford Companion to German Literature 
(Oxford: Oxford University Press, 1997) and the Deutsches Literatur Lexikon, ed. by Wilhelm 
Kosh (Zurich: K.G. Saur Verlag AG, 2001). 
44Hargreaves-Mawdsley, p. 109. 
45Ibid., v. 
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 This British interest in Sylva was returned to sporadically by the 
Romanian scholar Eric Tappe, who had served in Romania with the Royal Signals 
both during and after World War Two (1939-1945). In later life, Tappe 
endeavoured to introduce Anglophone society to Romanian literature, whilst 
working at London University. 46  This extended to a consideration of Carmen 
Sylva. In 1967, Tappe published a letter written by Sylva to Mrs Müller, wife of 
the Oxford professor, philologist and orientalist Max Müller (1823-1900).47 The 
letter, writtHQ LQ  H[SUHVVHV 6\OYD¶V thanks for the Müllers¶ hospitality ± 
Sylva had spent two days in their Oxford home following the death of her 
daughter. In 1986, Tappe again established a link between Sylva and famous 
nineteenth-century figures, discussing newspaper editor and author T. Wemyss 
Reid (1842-1905) and his connection to Oscar Wilde, whose help Reid sought for 
the fledgling monthly, 7KH/DG\¶V5HDOP48 :LOGH¶VUHVSRQVHZDVWROLVWSRWHQWLDO
contributors, which primarily consisted of prominent women writers who would 
write on topics that would appeal to a sophisticated and well-educated female 
audience. These included Olive Schreiner (1855-1920), Lady Emilia Dilke (1840-
1904) ± whose first husband was the Oxford scholar and Germanophile Mark 
Pattison (1813-1884) ± and Carmen Sylva. Another article, tracing the 
development of a Romanian folktale and its English adaptation, also mentions 
6\OYD+HUH7DSSHGHVFULEHV6\OYD¶VUHFLWDWLRQRI her play, Meister Manole, to an 
audience that included the actors Ellen Terry (1847-1928) and Sir Henry Irving 
                                                 
46'HQQLV'HOHWDQWµTappe, Eric Ditmar (1910±1992),¶ Oxford Dictionary of National Biography, 
Oxford University Press, May 2010, <http://www.oxforddnb.com/view/article/98435> 
(accessed 13 Aug 2013). 
47('7DSSHµ$/HWWHURI&DUPHQ6\OYDWR0UV0D[-0XOOHU¶The Slavonic and East European 
Review, 45 (January 1967), 210-212. 
48('7DSSHµ7:HP\VV5HLGDQd Rumania; His Woman's World, Oscar Wilde and Carmen 
6\OYD¶The Slavonic and East European Review, 64 (April 1986), 256-260. 
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(1838-1905).49 7DSSH¶VZRUNHQJDJHVZLWK6\OYD¶VOLIHDQGZRUNin the context of 
her connection with other nineteenth-century writers living and working in 
Britain, a link which the fourth and fifth chapters of this thesis will explore in 
more detail. 
 
There is also evidence that Sylva is starting to attract more modern critical 
attention and a limited number of critical works have emerged in recent years. In 
2009, Rosalind Marie Craft published a thesis entitled Carmen Sylva and her 
Contribution to Turn-of-the-Century Music as Poet, Translator, and Patron, 
which focused RQ6\OYD¶VPXVLFDOFRQQHFWLRQV50 There are, however, a number of 
areas where this present thesis differs from Craft¶V, particularly with regard to its 
HQJDJHPHQWZLWK6\OYD¶VOLWHUDU\ZRUN3HUKDSVDVDUHVXOWRIKHUPXVLFDOIRFXV
&UDIWRYHUORRNVPXFKRI6\OYD¶VZULWLQJ VXJJHVWLQJ, for example, that after the 
English translation of The Bard of the Dimbovitza LQ  µ6\OYD
V QH[WPDMRU
English work to be published was A Queen's Fairy Book in 1901.¶51 As shown 
throughout this study and its accompanying appendices, Sylva published widely 
between 1891 and 1901, in genres ranging from short stories to poetry and novels.  
,QDFFXUDFLHV LQ&UDIW¶V WKHVLVDOVRH[WHQG WR6\OYD¶VRWKHUZRUNV VWDWLQJ
for example, that her novel Edleen Vaughan: or Paths of Peril (henceforth Edleen 
Vaughan) was written in 1894 in collaboration with Mite Kremnitz. I have found 
no evidence to suggest that the novel was produced collaboratively, and it was, in 
fact, published in 1891. Craft also allocates Sylva a larger level of contemporary 
                                                 
49('7DSSHµ$5XPDQLDQ%DOODGDQG,WV(QJOLVK$GDSWDWLRQ¶Folklore, 95 (1984), 113-119. 
50Rosalind Marie Craft, Carmen Sylva and her Contribution to Turn-of-the-Century Music as Poet, 
Translator, and Patron (Connecticut: University of Connecticut, 2009). 
51Ibid., p. 17. 
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LQWHUHVWWKDQVHHPVDSSURSULDWHQRWLQJWKDWµDJUHDWGHDORILQWHUHVW>LQ6\OYD@VWLOO
H[LVWVSDUWLFXODUO\LQ(XURSH¶52 This sentiment does not seem justified, given that 
the most recent studies have been published in German and French and that, apart 
IURP &UDIW¶V WKHVLV , KDYH IRXQG QRWKLQJ ZULWWHQ LQ (QJOLVK DERXW 6\OYD VLQFH
1941. As will be explored at a later stage in this chapter, these inaccuracies and 
mythologising DFFRXQWV KDYH FRQWULEXWHG WR 6\OYD¶V FXUUHQW OLWHUDU\
marginalisation.  
With this in mind, the most significant modern criticism about Sylva has 
been published in German and French. Silvia Irina Zimmerman has brought out 
two GHWDLOHG VWXGLHV RI&DUPHQ6\OYD¶V OLIH DQGZRUN. In 2010, she produced a 
broad account RI6\OYD¶VZRUNVDie dichtende Königin, and in 2011 published 
DQRWKHU VWXG\ VSHFLILFDOO\ IRFXVLQJ RQ 6\OYD¶V 5RPDQLDQ IRONWDOHV Pelesch-
Märchen.53 More recently, she has edited German-language reprints of some of 
6\OYD¶VZULWLQJLQFOXGLQJKHUIRONWDOHVDQGDSKRULVPV$GHGLFDWRU\ZHEVLWHDQG
Facebook page are also connected with =LPPHUPDQ¶VVFKRODUVKLS, as well as that 
of Gabriel Badea-3ăXQ ZKRVH ELRJUDSK\ RI 6\OYD Zill be discussed at a later 
stage in this chapter.54  
In both studies, Zimmerman provides background information on Sylva 
and her literary activity and then engages in a thematic discussion of her works. 
The 2010 study, much larger than that of 2011, mainly focuses on the ways in 
which 6\OYD SUHVHQWHG KHU µ:HOWDQVFKDXXQJ¶ µZRUOG YLHZ¶ WR KHU UHDGHUV
                                                 
52Ibid., p. 4. 
53Silvia Irina Zimmerman, Die dichtende Königin (Stuttgart: ibidem-Verlag, 2010) and Der Zauber 
des fernen Königreichs (Stuttgart: ibidem-Verlag, 2011). 
54Silvia Irina Zimmerman, Carmen Sylva,  <http://www.carmen-sylva.de/index.htm> (accessed 13 
August 2013). This webpage is linked to the Facebook page for Carmen Sylva: 
<https://www.facebook.com/pages/Carmen-Sylva/183869317838> (accessed 13 August 2013). 
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=LPPHUPDQ¶VDUJXPHQWVWHPVIURPGLVFXVVLRQRIWKHDXWRELRJUDSKLFDODVSHFWVRI
6\OYD¶VZRUNDVZHOODVUHFXUULQJWKHPHVZLWKLQLWVXFKDVWKHFRQWUDVWEHWZHHQ 
the poor and the rich, marital problems and war. She then discusses the various 
literary forms used by Sylva, before considering the reception of her work and 
how she can be viewed within the context of late nineteenth-century culture. This 
last aspect is of particular interest, as Zimmerman places Sylva in the context not 
RQO\RI*HUPDQOLWHUDWXUHEXWDOVRZRPHQZULWHUVµIRUHLJQOLWHUDWXUH¶5RPDQLDQ
literature, and the intellectual ideas of the period.55  
=LPPHUPDQ¶V HQJDJHPHQW ZLWK WKH LQIOXHQFH RI (QJlish literature on 
SylvD¶VRHXYUHLVnonetheless, limited, merely noting that Sylva visited England 
in 1848 and learnt to speak the language from her English nanny, to the extent that 
LWEHFDPHµHLQH]ZHLWH0XWWHUVSUDFKH¶µDVHFRQGPRWKHUWRQJXH¶56 Zimmerman 
notes the works of Walter Scott, Charles Dickens and Thomas Carlyle as having 
influenced 6\OYD¶V OLWHUDU\SURGXFWLRQEXWSURYLGHVQRIXUWKHUGHWDLO7KLV LVWKH
SULPDU\ OLPLWDWLRQ RI =LPPHUPDQ¶V ZRUN DV ZLWK WKH Deutsches Literatur 
Lexikon, the infRUPDWLRQ RQ *HUPDQ HGLWLRQV RI 6\OYD¶V ZRUN LV IDU PRUH
H[WHQVLYH WKDQ µIRUHLJQ¶ DQG VSHFLILFDOO\ (QJOLVK-language publications. This is 
VHHQ PRVW REYLRXVO\ LQ WKH FDWDORJXH RI 6\OYD¶V SXEOLVKHG ZRUNV SURYLGHG E\
Zimmerman in both of her volumes. The 2010 volume contains an incomplete list 
of the foreign-ODQJXDJH WUDQVODWLRQV RI 6\OYD¶V ZRUNV PLVVLQJ QRW RQO\
                                                 
55Die dichtende Königin, p. 359. Zimmerman notes, for example, that aspects of Darwinism can be 
IRXQGLQ6\OYD¶VZRUNEXWGRHVQRWSURYLGHIXUWKHUH[SODQDWLRQ 
56Ibid., p. 340 (my translation).  
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publication details, but also key primary texts.57 Consequently, I aim to expand 
=LPPHUPDQ¶VRWKHUZLVHGHWDLOHGFDWDORJXHDQGSURGXFHD FRPSUHKHQVLYH list of 
works that were published in English, both in book-form as well as in periodicals 
or magazines.  
Modern references, albeit much smaller in scope, can also be found in 
ZRUNV RXWVLGH RI WKH OLWHUDU\ ILHOG :DOWHU 0DUVWHQ¶V KLVWRU\ RI WKH 5KLQH IRU
example, includes a section on Monrepos, the palace where Sylva had spent much 
of her childhood.58 There is also a limited engagement with Sylva within works 
focusing on the history of Romania.59 R.W. Seton-:DWVRQ¶V A History of the 
Roumanians includes two short sentences on Sylva: WKDWVKHµZDVWRGHYRWHDORQJ
life and very genuine artistic and literary talents to raising national and moral 
standards in her adopted country,¶ DQG that she KDG D µYLYLG DQG FKDUPLQJ
SHUVRQDOLW\¶60 James 31LHVVHQ¶VPRUHUHFHQW study is equally brief, stating only 
WKDW 6\OYD µJDLQHG SRSXODULW\ WKURXJK KHU IRQGQHVV IRU 5RPDQLDQ IRON FRVWXPH
and the poetry and collections of Romanian folktales she published under the 
                                                 
57)RUH[DPSOH=LPPHUPDQOLVWV%ODQFKH5RRVHYHOW¶VCarmen Sylva. A Study with two tales from 
the German of Carmen Sylva, as being published in 1891 but only provides the place of 
publication (London). Through my own research I can add further information: the work in 
question was published by Chapman & Hall. Similarly, Zimmerman lists the first English-
language translation of a work by Sylva as Songs of Toil in 1888. In fact, it was her collection of 
allegorical short stories, Pilgrim Sorrow, first published in 1884. Other English-language works 
WKDW=LPPHUPDQGRHVQRWPHQWLRQDUH6\OYD¶VQRYHl, Edleen Vaughan (New York, London: 
Cassell Publishing Company; F.V. White & Co., 1891, 1892) or the publications of short stories 
VXFKDVµ3XLX¶. These are only referenced in terms of their German publications, or their translation 
into other languages, DVZDVWKHFDVHRIµ3XLX¶ in the Armenian newspaper Illustrarum Ardzgang 
in 1890. 
58Walter Marsden, The Rhineland (New York: Hastings House Publishers, 1973). 
59)RUH[DPSOH.HLWK+LWFKLQV¶VRumania 1866-1947 (Oxford: Oxford University Press, 1994) 
makes no reference to Sylva, focusing instead on political developments in Romania from the 
accession of her husband, Carol I, onwards+LWFKLQV¶VIRUWKFRPLQJVWXG\A Concise History of 
Romania (Cambridge: Cambridge University Press) may contain more information, but will not be 
published until February 2014.  
60R.W. Seton-Watson, A History of the Roumanians (1934; New York: Archon books, 1963), p. 
326. 
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pseudonym Carmen Sylva,¶ DQG WKDW VKH KDG D µVWUDLQHG¶ UHODWLRQVhip with her 
husband.61 
Limited references to Sylva in historical studies of Romania are, in part, 
WLHG WR WKH FRXQWU\¶V SROLWical history. The Communist party seized power in 
Romania in 1947 and the regime lasted until 1989. During this period, certain 
Romanian historians rewrote history to celebrate communism and condemn the 
previous government. For example, the Chronological History of Romania makes 
little reference to the monarchy, other than the fact that Carol I became King in 
1881, supported war against the Central Powers in 1914, and died in October of 
that year. Instead, the study primarily refers to strike action, the formation of 
unions and the establishment of political newspapers that published work by 
socialists or communists, including Karl Marx (1818-1883).62 
This rewriting of history has been recognised by modern historians. 
Writing in 1964, just before the death of the Communist party leader Gheorghe 
Gheorghiu-Dej (1901-1965), who controlled Romania from 1947 to 1965, Ghita 
Ionescu notes that all histories of the regime written during this period are 
fundamentally unreliable. 63  Discussing educational policies under the regime, 
,RQHVFXVWDWHV WKDW µWH[WERRNVRIJUDPPDUKLVWRU\DQG WKHVFLHQFHVZHUHKDVWLO\
rewritten in order to belittle and distort the Rumanian [sic] tradition, while putting 
                                                 
61-DPHV31LHVVHQµ5RPDQLD¶LQEastern Europe. An introduction to the People, Lands, and 
Culture, ed. by Richard Frucht, 3 vols (Santa Barbara, California: ABC-CLIO, Inc, 2005), III 
(South-eastern Europe), p. 754. 
62Horia C. Matei, Marcel D. Popa, Nicolae Stoicescu, Ioan Chiper and Ion Alexandrescu, 
Chronological History of Romania (Bucharest: Editura Enciclopedică Rom۲Q۲LQFR-operation 
with the National Commission of the Socialist Republic of Romania for UNESCO, 1972), pp. 214-
215.  
63He was succeeded by Nicolae Ceausescu (1918-1989), who became the head of state from 1965. 
In 1989, the regime collapsed and Ceausescu was overthrown and executed alongside his wife, 
Elena.  
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WKH6RYLHW8QLRQRQDSHGHVWDO¶64 6LPLODUO\(GZDUG%HKUQRWHVWKDWµKLVWRULDQVRI
the Ceausescu era, in so far as they mention this period >.LQJ&DURO¶VUHLJQIURP
1866-1914] at all other than in clichés, tend to stress the shortcomings: the 
parliamentary domination of landlords and aristocrats at the expense of the 
peasants and workers, the latent anti-Semitism, the German flavour of the period 
(Karl had married a German princess, named Elizabeth de Wied [sic]¶65 Behr is 
one of the few historians to mention Sylva, but his references have largely 
QHJDWLYHFRQQRWDWLRQVVXJJHVWLQJIRUH[DPSOHVKHZDVµPRUHKDZNLVKWKDQKHU
KXVEDQG¶ZKHQZDUEURNHRXW LQ66 These historical accounts provide some 
explanatiRQ IRU 6\OYD¶V REVFXULW\ WKH SROLWLFDO PRWLYDWLRQV RI WKH &RPPXQLVW
party from 1947-1989 led to a marginalisation of the monarchy. Rather than 
DVSHFWVRI6\OYD¶VOLIHEHLQJH[DJJHUDWHGRUGRZQSOD\HGDVZLOOEHGLVFXVVHGLQ
the following section, it was censored by communist historians. History was 
rewritten to exclude elements that did not suit the political motives of the regime 
DQG 6\OYD¶V OHJDF\ LQ5RPDQLD DVZHOO DV KHU literary success, were two such 
µXQGHVLUDEOH¶HOHPHQWV 
Sylva is also mentioned in The Concise Oxford Dictionary of Opera as a 
result of her connection to the German composer August Bungert (1845-1915). 
Indeed, the first fact about Bungert, taking up around half of the small paragraph 
GHGLFDWHG WR KLP LV WKDW µLQ  KH IRUPHG D IULendship with the Queen of 
5RPDQLDZKRDV³&DUPHQ6\OYD´ZURWHSRHPVIRUKLPWRVHWDQGDOVRXVHGKHU
influence to found in 1911 the Bungert-Bund with a magazine Der Bund, for the 
                                                 
64Ghita Ionescu, Communism in Rumania 1944-1962 (London: Oxford University Press, 1964), p. 
175. 
65Edward Behr, µ.LVVWKHKDQG\RXFDQQRWELWH¶7KH5LVHDQG)DOORIWKH&HDXVHVFXV (London: 
Hamish Hamilton Ltd, 1991), p. 30. 
66Ibid., p. 35. 
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advancement of his music.¶ 67  This reference, as well as those previously 
mentioned, suggests that although engagement with her is limited, Carmen Sylva 
has been credited with contributing to nineteenth-century society within modern 
criticism, even if this is predominantly in the context of her royal status rather 
than her literary output, a topic that will as be discussed in the following chapters.   
  
µ7KHZHDSRQRISHUVRQDOLW\¶ELRJUDSKLHV of Carmen Sylva. 
 
In 1850, writing the preface to a joint publication of her sisters¶ works, 
(PLO\¶VWuthering Heights (1847) DQG $QQH¶V Agnes Grey (1847), Charlotte 
%URQWsUHIOHFWHGWKDWµFULWLFVVRPHWLPHVXVHIRUWKHLUFKDVWLVHPHQWWKHZHDSRQRI
personality DQGIRUWKHLUUHZDUGDIODWWHU\ZKLFKLVQRWWUXHSUDLVH¶68 Such bias is 
not, however, limited to reviewers. With regard to Carmen Sylva, this dangerous 
flattery can be found in the numerous biographies published during her lifetime, 
as well as posthumously.  
Secondary literature on Sylva primarily takes the form of biographies. 
They are generally written by women who are personally connected to Sylva and 
they portray her private life as stimulating her literary output. As will be discussed 
at a later stage in this chapter, her royal status may have prevented a more candid 
biographical treatment. The first English-language publication occurred in 1890 
and was a translation from the German biography by Baroness Stackelberg, a 
FKLOGKRRG IULHQG RI 6\OYD¶V 7KH PRVW UHFHQW LV from 1941, by Elizabeth 
Burgoyne. She also appears to have been personally acquainted with members of 
                                                 
67The Concise Oxford Dictionary of Opera, ed. by John Warrack and Ewan West (Oxford: Oxford 
University Press, 1992), p.100. 
68&KDUORWWH%URQWsµ%LRJUDSKLFDO1RWLFHRI(OOLVDQG$FWRQ%HOO¶LQWuthering Heights and Agnes 
Grey with A Selection from their Literary Remains (London: Smith, Elder, and Co., 1850), n. pag.  
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the Romanian royal family. She thanks 4XHHQ 0DULH IRU KHU µKHOS¶ DQG IRU
allowing her to stay at Monrepos, which ZDV 6\OYD¶V FKLOGKRRG KRPH69 Other 
references to Sylva maintain this personal focus. As I have noted, she is included 
in a volume of extracts from Queen VicWRULD¶V MRXUQDO HQtries and is also 
mentioned in the biographies of other prominent women, such as 6\OYD¶V FORVH
friend the Empress Elisabeth of Austria (1837-1898).70 She is also discussed by 
Virginia Woolf in her rHYLHZRI4XHHQ0DULH¶VELRJUDSK\.71 
6\OYD¶s biographies generally rework the same anecdotes and information, 
aligning areas of her personal history with her literary abilities and output. There 
are numerous anecdotes about the young princess as a passionate child of nature 
ZLWKDµUHVWOHVVVSLULW¶ whose apparently free and idyllic childhood was frequently 
interrupted by illness and the death of her loved ones.72 Deichmann in particular 
notes, and in most cases includes, poetry that Sylva composed during these 
periods, including µ7KH6LFNURRP¶RUµ2Q 6RUURZ¶± a juxtaposition which clearly 
aligns motivation to write with personal experiences. This connection between life 
and work is developed to an even greater degree when biographers discuss the 
death of her daughter. Deichmann, Chappell and Burgoyne reiterate that Sylva 
µZDVQHYHUDJDLQTXLWHRQHDUWK¶DIWHU0DULH¶VGHDWKDQG that she was unable to 
conceive again.73 Yet they also note that that it was during this bereavement that 
                                                 
69Burgoyne, xiii. 
70Brigitte Hamann, The Reluctant Empress. A biography of Empress Elisabeth of Austria, trans. by 
Ruth Hein (1982; Berlin: Ullstein, 1994).  
71Virginia Woolf, µ5R\DOW\,¶LQWomen and Writing, ed. by Michèle Barrett (London: The 
:RPDQ¶V3UHVV/LPLWHGSS-198. 
72Deichmann, p. 76. 
73Burgoyne, p. 94. 
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Sylva began to translate Romanian poetry, including that of Vasile Alecsandri 
(1821-1890).74  
Unfortunately, by mythologising and exaggerating her OLIH 6\OYD¶V
biographers ignore the problems that occurred during her life in Romania, such as 
the 1907 peasant revolt, as well as critical engagement with her work. Such 
tactical avoidance adheres to conventions of nineteenth-century life-writing 
which, as Elinor S. Shaffer has noted, was not as µGDULQJ¶DVPRGHUQELRJUDSKLHV 
and attempted to avoid negative representations of their subjects.75  Similarly, 
Roger Paulin, discussing the role of biography in Germany, which peaked in 
popularity between 1830 and 1890, notes that German biographic tradition came 
WRIRFXVRQWKHµWLPHOHVVSRHWLFJHQLXV¶ZKRµVKRXOGWUDQVFHQGPHUHLQIOXHQFH¶76 
This emphasis helps to explain the treatment of Sylva as a child genius in 
'HLFKPDQQ¶VELRJUDSK\± the only study to have been translated from the German 
± but it is also applicable to the other English accounts. There are discrepancies 
between the biographies, with later accounts presenting conflicting opinions about 
her relationship with her mother as well as heUKXVEDQG:KHUHDV'HLFKPDQQ¶V 
ELRJUDSK\ GHVFULEHV&DURO , DV 6\OYD¶V µKXVEDQG RI FKRLFH >@ D WUXH XQLRQ RI
KHDUWV KDG XQLWHG WKHP¶ DQG 6HWRQ-Watson, approximately forty years later, 
describeV WKHLU µJUHDW GRPHVWLF KDSSLQHVV¶ WKLV LV HQWLUHO\ FRQWUDGLFWHG E\
Burgoyne in 1941.77 6KH VXJJHVWV WKDW 6\OYD¶V KXVEDQG, as well as her mother, 
4XHHQ0DULHµWUHDWHGKHUEDGO\,¶DQGWKURXJKRXWKHUELRJUDSK\PDNHVUHIHUHQFH
                                                 
74Burgoyne, p. 95. 
75(OLQRU66KDIIHUµ6KDSLQJ9LFWRULDQ%LRJUDSK\)URP$QHFGRWHWR%LOGXQJVURPDQ¶LQ
Mapping Lives. The Uses of Biography, ed. by Peter France and William St Clair (Oxford: Oxford 
University Press, 2002), p. 132. 
765RJHU3DXOLQµ$GGLQJ6WRQHVWRWKH(GLILFH3DWWHUQVRI*HUPDQ%LRJUDSK\¶LQMapping Lives. 
The Uses of Biography, p. 105. 
77Deichmann, p. 133; Seton-Watson, p. 326. 
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WR6\OYD¶VSDUHQWVµVXSSUHVVLQJ DQGSXQLVKLQJKHUDWHYHU\WXUQ¶78 Burgoyne also 
suggests that King Carol was fundamentally different to Sylva in temperament 
and that this led to conflict, a sentiment that Hamann supports. Hamann, 
FRPSDULQJ6\OYD¶VOLIHZLWKWKDWRI(PSUHVV(OLVDEHWKRI $XVWULDQRWHVWKDWµERWK
³SRHWTXHHQV´ZHUHXQIXOILOOHGDQGXQKDSS\LQWKHLUPDUULDJHs¶79  
These later accounts include significantly more negative information. 
WhLOVWQRWRYHUWO\FULWLFLVLQJ6\OYD¶V lifestyle, they make more references to the 
hardships she experienced, including her inability to conceive, as well as public 
opinion towards her. Burgoyne, for example, hints at initial unrest in Romania, 
QRWLQJ WKDW )UDQFH¶V GHIHDt in the Franco-Prussian War (1870-1871) ± during 
which Romania had sided with France ± µGLGQRWKLQJWRLQFUHDVHWKHSRSXODULW\RI
WKH3ULQFHDQG3ULQFHVVZKRZHUH IUHTXHQWO\DQG VFDWKLQJO\ UHIHUUHG WR DV³WKH
*HUPDQDQGKLVZLIH´¶80 Zimmerman takes this further, suggesting that the royal 
FRXSOH¶VILUVW\HDULQ5RPDQLDZDVFKDUDFWHrised by µKHIWLJHDQWLG\QDVWLVFKHXQG
GHXWVFKIHLQGOLFKIUDQNRSKLOH6WLPPXQJHQ¶µLntensely anti-monarchist and anti-
*HUPDQ )UDQFRSKLOH VHQWLPHQWV¶81 +DPDQQ GLVFXVVLQJ 6\OYD¶V 1884 visit to 
the Empress of Austria in Vienna, also suggests that the reception of Sylva was 
more complicated than earlier biographies had indicated. She describes Sylva as 
µDILJXUHRIIXQ¶LQ9LHQQHVHVRFLHW\± which at the time was often associated with 
sophisticated literary and musical culture ± due, among other things, to her 
peculiar dress-sense.82  
                                                 
78Burgoyne, xi; p. 24. 
79Hamann, p. 292. 
80Burgoyne, p. 80. 
81Zimmerman, Die dichtende Königin, p. 14 (my translation). 
82Hamann, p. 291. 
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6\OYDLVDOVRGHSLFWHGDVDQHFFHQWULFRXWODQGLVKILJXUHLQ-XOLD*HODUGL¶V
Born to Rule, which documents the lives of 4XHHQ 9LFWRULD¶V JUDQGGDXJKWHUV
Princesses Maud (1869-1938), Sophie (1870-1932), Alexandra (1872-1918), 
Victoria Eugenie (Ena) (1887-1969) and Marie, also known as Missy, who 
becaPH6\OYD¶VVXFFHVVRU LQ5RPDQLD. Although highlighting 0DULH¶V numerous 
affairs, WKH LQGLYLGXDO ZKR PHULWV WKH PRVW FULWLFLVP LV 6\OYD *HUODUGL¶V
engagement with her alternates between the depiction of an absurd figure, 
µXQSUHGLFWDEOH>@FDSULFLRXVDQGHFFHQWULFZLWKDSURSHQVLW\IRURYHUDFWLQJ,¶DQG
DFXQQLQJPDQLSXODWRUZKRLQIOLFWHGµZRXQGV¶RQWKH5RPDQLDQFRXUW83 Gerlardi 
also TXHVWLRQV 6\OYD¶V PHQWDO KHDOWK QRWLQJ KHU µGLVRrdered personality¶ DQG 
belief in communicating with the dead.84 ,QWHUHVWLQJO\*HUODUGL¶V DFFRXQW VWHPV
from interviews with members of European royalty, making it another example of 
personal acquaintances producing a potential for bias. As a result, Gerlardi does 
not always provide evidence for her claims. For example, the suggestion that 
6\OYD µEXOOLHG WKH \RXQJ PRWKHU >0DULH@ LQWR KDQGLQJ RYHU OLWWOH &DURO DQG
Elisabetta,¶DQGH[HUFLVHGDFRQWUROOLQJLQIOXHQFHRYHUWKHPLVSUHVHQWHGDVproof 
of 6\OYD¶V devious nature. 85  It is not, however, given evidentiary support. 
*HUODUGL¶VGHVFULSWLRQRIWKHUHODWLRQship between Marie and Sylva is also largely 
WDNHQ IURP0DULH¶V GLDULHV DQG OHWWHUV. The subjectivity inherent in this deeply 
personal mode of expression aJDLQFDOOVWKHYDOLGLW\RI*HUODUGL¶Vassertions into 
TXHVWLRQ 7KHUH LV DOVR D VPDOO FRQWUDGLFWLRQ LQ IDFWV FRQFHUQLQJ 6\OYD¶V
involvement in the affair between Prince Ferdinand and Hélène Vacaresco: 
                                                 
83Julia Gerlardi, Born to Rule (London: Headline Book Publishing, 2005), p. 63; p. 224.  
84Ibid., p. 82. 
85Ibid., p. 80. 
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Gerlardi initially states that Sylva was banished from Romania for two years, but 
a chapter later increases it to three.86  
The conflicting information between more recent biographies and those 
from the 1890s thus represents what Richard Holmes has termed the 
µFRPSOLFDWLRQV RI KXPDQ WUXWK-telling.¶87 The elementV RI µWUXWK-WHOOLQJ¶ LQ the 
biographies were undoubtedly influenced by the subject herself, since Sylva was 
still living when the majority of them were written. Avoiding any negative 
impressions of her marriage, which would have been deemed inappropriate as 
well as potentially libellous, indicates that these biographers have been selective 
in their presentation of information ± a bias most likely designed to avoid 
insulting the queen with whom many of them were personally acquainted. Instead 
of including details of the more salacious aspects of her life, 6\OYD¶VQLQHWHHQWK-
century biographers shape her reputation as a charitable, talented individual. This 
partially adheres to Elinor S. Shaffer¶V HPSKDVLV RQ WRQH DQG KRZ LWV µUROH LQ
lulling, misleading, and smoothing over uncomfortable matters in biography [...] 
became a major one in Victorian life-ZULWLQJ¶ 88  In the case of the earlier 
biographies by Baroness Deichmann, Blanche Roosevelt or Jennie Chappell, 
KRZHYHUWKHµWRQH¶LVFOHDUO\RQHRIa suppression of facts, rather than an attempt 
to down-play theP%LRJUDSKLHVZULWWHQDIWHU6\OYD¶VGHDWKFRXOG offer alternative 
interpretations without fear of insulting their subject.    
 Nevertheless, later biographies are still guilty of bias, fighting what 
Miranda 6H\PRXUWHUPVWKHµEDWWOHEHWZHHQGLVFUHWLRQDQGFDQGRXU¶89 The debate 
                                                 
86Ibid., p. 35; p. 63.  
875LFKDUG+ROPHVµ7KH3URSHU6WXG\¶LQMapping Lives. The Uses of Biography, p. 17. 
88Shaffer, p. 123. 
890LUDQGD6H\PRXUµ6KDSLQJWKH7UXWK¶LQMapping Lives. The Uses of Biography, p. 258. 
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as to whether the pursuit of accuracy and truth should overrule ethics and 
discretion ± LQ RUGHU WR SUHVHUYH WKH VXEMHFW¶V UHSXWDWLRn or the feelings of the 
family ± can be applied to the engagement with the most controversial occurrence 
LQ 6\OYD¶V UHLJQ KHU LQYROYHPHQW LQ WKH DIIDLU EHWZHHQ 3ULQFH )HUGLQDQG DQG
Hélène Vacaresco and her subsequent exile from Romania. Although this 
argument cannot be applied to Roosevelt or Deichmann¶V biographies, since both 
were published before the incident occurred, the desire to protect Sylva and her 
IDPLO\¶VUHSXWDWLRQPD\KDYHEHHQWKHXOWHULRUPRWLYHEHKLQGWKRVH written by the 
Countess von Bothmer, Chappell and Burgoyne. Discretion seems to have been 
HPSOR\HG E\ WKHVH ELRJUDSKHUV EHFDXVH RI 6\OYD¶V UR\DO FRQQHFWLRQV DQG WKH
family members who could be affected by the scandal. These included Princess 
Marie, as well as her grandmother, Queen Victoria. The outcome of this affair 
directly affected Marie, as she eventually married Ferdinand and became the 
second Queen of Romania in 1922. The relations between these royal families 
would have been influenced E\ VFDQGDORXV UHYHODWLRQV DQG 6\OYD¶V ELRJUDSKHUV
therefore appear to have intentionally misled their readers. They do not mention 
the affair and mask 6\OYD¶V exile from Romania under the guise of ill health, 
which made it necessary for her to remain away from home.90 Even Burgoyne, 
who is the only biographer to discuss the scandal and exile and was writing 
twenty-fivH\HDUVDIWHU6\OYD¶VGHDWKVWDWHVWKDWVRPHGHWDLOVDUHµWRRSHUVRQDO¶WR
present to readers.91 
Gabriel Badea-3ăXQ¶V )UHQFK-language biography of Sylva attempts to 
redress this imbalance. Recently translated into German by Silvia Zimmerman, 
                                                 
90von Bothmer, p. 363. 
91Burgoyne, p. 167. 
68 
 
DQG LQWURGXFHG E\ 6\OYD¶V great-great-nephew, Carl Fürst zu Wied (b. 1961), 
Badea-3ăXQ SUHVHQWV ELRJUDSKLFDO LQIRUPDWLRQ DORQJVLGH OLWHUDU\ FULWLFLVP +H
too, recognises a potential for bias, due to the fact that Sylva was so frequently 
discussed in the press as well as in biographies, which he argues are just as likely 
to be hagiographies as they are diatribes. 92  His work explores the other 
ELRJUDSKLHVDVDPHDQVRIXQFRYHULQJWKHWUXWKDERXW6\OYD¶VOLIHDQGZRUN$VD
result, Badea-3ăXQ SURYLGHV IXUWKHU LQVLJKW LQWR 6\OYD¶V OLIH SDUWLFXODUO\ with 
regard to her visits to Britain, which will be discussed in Chapter Two, as well as 
press interest in her. However, his work still includes evidence taken from 
potentially problematic sources: memoirs by SylvD¶V VHUYDQWV IULHQGV DQG KHU
successor, Queen Marie. It also contains a small number of inaccuracies, primarily 
FRQQHFWHGWR6\OYD¶VSUHVHQFHLQ%ULWDLQZKLFKZLOODJDLQUHFHLYHPRUHDWWHQWLRQ
in the following chapter.93   
The interpretations offered by these biographies RQ 6\OYD¶V OLIH KDYH
nevertheless contributed to her literary presence and how it can be perceived and 
analysed in modern scholarship. On a simple level, they indicate that Sylva was 
significant enough to become the focus of numerous biographies. Although the 
accounts by von Bothmer and Chappell are not entirely dedicated to Sylva, being 
ELRJUDSKLFDOFROOHFWLRQVRQµVLJQLILFDQW¶ZRPHQZKLFKLQFOXGHGRWKHUVRYHUHLJQV
RURWKHUZRPHQZULWHUV6\OYD¶VSUHVHQFHUHLQIRUFHVWKHDUJXPHQWWKDWKHUlife was 
considered important enough to commemorate. This is tied to the status of female 
life-writing, which steadily increased in popularity from the mid-nineteenth 
                                                 
92Badea-3ăXQS 
93For example, Badea-3ăXQVWDWHVWKDW6\OYD¶VQRYHOEdleen Vaughan is concerned with 
contemporary Irish life (p.185). As will be argued in Chapter Five, certain character names (such 
as Llewellyn) and references to locations (such as Carnarvon and Llanelly) suggest that the novel 
is, in fact, set in Wales. 
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century, an argument that is supported by the fact that her first English-language 
biography was translated from a German original. A market for and an interest in 
Sylva were evidently perceived by British publishers, hence the decision to 
publish a translated version of her life by Baroness Deichmann in 1890.  
Interest in Sylva was evidently sustained, given the appearance of two 
IXUWKHUELRJUDSKLFDODFFRXQWVLQWKHVZLWK5RRVHYHOW¶VELRJUDSK\DOVR
LQFOXGLQJ WZR WUDQVODWHG VKRUW VWRULHV µ,Q )HWWHUV¶ DQG µ7KH 0RWKHU-in-Law.¶94 
The editorial decision to translate and include 6\OYD¶V Vtories allowed her work 
and life to be presented to the public simultaneously. The juxtaposition of a 
biography alongside the VXEMHFW¶V RZQZRUN VXJJHVWV D GHJUHH RI FRQILGHQFH LQ
6\OYD¶V Zriting ± from the publisher as well as Roosevelt. They provide an 
oSSRUWXQLW\IRUUHDGHUVWRH[SHULHQFH6\OYD¶VZRUNEXWDVLWLVDFFHVVHGalongside 
an overwhelmingly positive biography, there is already a potentially biased 
foundation for their DQDO\VLV 1HYHUWKHOHVV 5RRVHYHOW¶V ELRJUDSK\ LV XQLTXH
compared to the others written on Sylva, which include only snippets of her work. 
These biographies adhere to a more conventional trope of nineteenth-century life-
writing, which would include excerpts from letters and diaries.95  
 Consequently, these biographies indicate the way in which Sylva was 
presented to the reading public in the nineteenth and early twentieth century, as 
ZHOODVLOOXVWUDWLQJKRZWKHELRJUDSKHUV¶XOWHULRUPRWLYHVPD\KDYH LPSHGHG WKH
development of her lasting reputation. Although some are more detailed than 
others, information from biographies produced in the 1890s is reworked and 
rewritten in volumes produced decades later. This problematises William St 
                                                 
94Blanche Roosevelt, Carmen Sylva. A Study with two tales from the German of Carmen Sylva 
(London: Chapman & Hall, 1891). 
95Holmes, p. 14. 
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&ODLU¶V argument WKDW µWKHZULWLQJ RI ELRJUDSK\ LV DVPXFK VXEMHFW WRZKDW WKH
5RPDQWLFVFDOOHG³WKHVSLULWRIWKHDJH´DVRWKHUIRUPVRIZULWLQJ¶96 If, as St Clair 
suggests, changing cultural assumptions affect how biographies are written, which 
details are included and, indeed, their ideological standpoints, the fact that the 
majority of nineteenth-century and early twentieth-century life-writing about 
Sylva presents very similar information, suggests that the motivations of her 
biographers did not necessarily respond to the cultural changes of the fin de siècle. 
$OORI6\OYD¶VELRJUDSKHUVZULWLQJIURP890 to 1941, retain an overwhelmingly 
positive impression of her life and work. They may emphasise different aspects of 
her life ± %DURQHVV'HLFKPDQQ¶V  ELRJUDSK\ HPSKDVLVHV WKH OHJDF\ RI WKH
+RXVH RI:LHG EHIRUH 6\OYD¶V ELUWK ZKHUHDV %XUJR\QH¶V ZRUN provides more 
detail about her literary achievements ± but they all discuss Sylva as a child 
genius, mourning mother and beloved Queen. Their inaccuracies may have 
adversely affected her chances of recuperation within modern scholarship, but 
they constructed the image of Carmen Sylva as an individual with natural talent, 
who overcame hardships whilst never neglecting her royal duties. This image has 
been repeated in the small-scale engagement with Sylva and her work in modern 
criticism and also during her literary career, which the following chapters will 
now address.  
                                                 
96:LOOLDP6W&ODLUµ7KH%LRJUDSKHUDV$UFKDHRORJLVW¶LQMapping Lives. The Uses of Biography, 
p. 221. 
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Chapter Two. &DUPHQ6\OYD¶V presence in Britain. 
 
The way information on Sylva has been presented during her lifetime and 
after her death has had an undeniable influence on the presence to be discussed in 
the following chapters. It has also influenced the recognition ± or lack thereof ± of 
her work within modern criticism. This chapter will consider Sylva in terms of 
what I call KHU µSK\VLFDOSUHVHQFH¶ ± the time she spent living and travelling in 
Britain. It will investigate the impact of these visits ± specifically her longest stay 
in 1890 ± and the ways in which they were chronicled and commemorated in the 
regional history and geography of the country. It will also argue that the focus on 
her personal life and royal status has negatively influenced her lasting literary 
reputation.  
 
µ$EHDXWLIXOKDYHQRISHDFH¶&DUPHQ6\OYDLQ/ODQGXGQR 
 
3K\VLFDOHYLGHQFHRI6\OYD¶Vinfluence suggests a significant and sustained 
presence in nineteenth-century British literary culture. Whilst Sylva never lived 
permanently in Britain, as is true of other German women writers such as Johanna 
Kinkel or Mathilde Blind, she visited on numerous occasions.1  References to 
these trips can be found in all of the biographies, with varying degrees of detail. 
9RQ%RWKPHUVWDWHVWKDWµZKHQVKHZDVILYH\HDUVROGWKH3ULQFHVVSDLGKHUILUVW
YLVLW WR(QJODQG DQGPDGHD VWD\RI VHYHUDOZHHNVRQ WKH ,VOHRI:LJKW¶2 This 
                                                 
1In 1851, Johanna Kinkel immigrated to London to join her husband, who had escaped from a 
German prison following his involvement in the 1848 revolutions. She remained in London until 
her death in 1858. 0DWKLOGH%OLQG¶VHDUO\\HDUVZHUHVSHQWLQ*HUPDQ\EXWVKHalso immigrated to 
Britain with her family, as a result of the revolutionary activities of her stepfather, Karl Blind 
(1827-1907).  
2von Bothmer, p. 347. 
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would make the year of her first visit to Britain approximately 1848, a proposition 
that Zimmerman supports.3 Burgoyne agrees, referring to it in the context of a 
second trip in 1851, when the family travelled to London and Hastings.4 The third 
YLVLWRFFXUUHGDIWHUKHUGDXJKWHU¶VGHDWKLQ7KHUHDSSHars to be a difference 
of opinion as to whom Sylva travelled with on this particular trip, but it is 
mutually acknowledged that Sylva was in Britain at this time.5 She recovered 
from the loss of Marie at St Leonards on the English coast, apparently at Queen 
9LFWRULD¶V UHFRPPHQGDWLRQas well as visiting Max Müller and his wife at their 
Oxford home.6 
It is unclear how Sylva became acquainted with the Müllers, but it was 
PRVW OLNHO\ D UHVXOW RI0OOHU¶V FORVH IULHQGVKLS ZLWK WKH 3UXVVLDQ GLSORPDW WR
London, Baron von Bunsen (1791-1860). Through von Bunsen, Müller had been 
introduced to other high-status figures, including Queen Victoria and Prince 
Albert$VZDVQRWHGE\(ULF7DSSHDQG0OOHU¶VELRJUDSKHU1LUDG&&KDXGKXUL
Sylva corresponded with the Müllers, sending them a number of poems after the 
death of their eldest daughter, Ada, in 1876. She also sent a consolatory telegram 
to Georgina Müller (1835-1916) DIWHU KHU KXVEDQG¶V death in 1900, which 
Chaudhuri describes DVWKHµPRVWWRXFKLQJDQGLQWLPDWH¶OHtter and reproduces for 
his readers.7  
                                                 
3Zimmerman, Die dichtende Königin, p. 340. 
4Burgoyne, p. 41. 
5Chappell states that Sylva ended her stay in London to go back to Neuwied and visit her mother 
(p. 36) whereas Deichmann, Badea-3ăXQDQG=LPPHUPDQVXJJHVWVKHZDVWKHUHZLWKKHUPRWKHU
Given the number of critics who disagree with her and the other inaccuracies in her work, I am 
LQFOLQHGWRGLVDJUHHZLWK&KDSSHOO)RUH[DPSOH&KDSSHOOVWDWHVWKDW6\OYD¶VILUVWYLVLWWR(QJOand 
was 1874 (p. 34), which, as previously mentioned, is contradicted by other biographies. 
6Deichmann, p. 187. 
7Nirad C. Chaudhuri, Scholar Extraordinary. The Life of Professor The R.T. Hon. Friedrich Max 
Müller, P.C. (London: Chatto & Windus, 1974), p. 2.  
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0OOHU¶VOLIHDQGOHWWHUVHGLWHGE\KLVZLIHSURYLGHIXUWKHULQVLJKWLQWRWKH
visit in 1874. Georgina Müller writes that her husband had a positive impression 
of the royal couple, describing 6\OYD DV µYHU\ FOHYHU¶ Dnd her husband as 
SRVVHVVLQJ µJUHDW FRXUDJH¶ 8  She also refers to the circumstances surrounding 
6\OYD¶V VWD\ 6\OYD DQG KHU KXVEDQGZDQWHG WR VHH2[IRUG EXW µWKHLU RQO\ IUHH
GD\VFRLQFLGHGZLWK VRPHPHHWLQJ WKDW ILOOHGHYHU\KRWHO¶ OHDGLQJ WKHP WR VWD\
with the Müller family.9 She notes that a friendship developed and that they met 
again in London. The connection between the Müllers and Sylva was continued in 
ODWHU \HDUV WKLV WLPH LQ WHUPV RI KHU OLWHUDU\ SUHVHQFH0OOHU¶V GDXJKWHU0DU\
(1862-1886) later married Frederick Cornwallis Conybeare (1856-1924), an 
orientalist and Armenian scholar who would write an article on Sylva and her 
husband for the National Review in 1901. The significance of this article, which 
focused on 5RPDQLD¶V DQWL-Semitic legislation, will be discussed in Chapter 
Three. 
7KHVHILQGLQJVFRXSOHGZLWKNQRZOHGJHRI6\OYD¶VFKLOGKRRGHGXFDWLRQ± 
her English nurse, a tutor who taught her in English and the fact that she wrote 
most of her adult correspondence in English ± suggests that Sylva had a personal 
interest in Britain from a young age.10 In later life, her connection with prominent 
figures within British society, including Queen Victoria, may have further 
                                                 
8The Life and Letters of the Right Honourable Friedrich Max Müller, ed. by Georgina Max Müller 
(London: Longmans, Green & Co, 1902), p. 466. 
9Ibid. 
10Burgoyne, xii. 
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influenced her decision to visit the country. 11  6\OYD¶V PRVW VLJQLILFDQW YLVLW 
occurred in 1890. This trip, of approximately two months, appears to be the last 
record of Carmen Sylva staying in Britain. She began in London, attempting to 
travel incognito and visiting the National Gallery and Kew Gardens. She then 
went to Wales, Ireland and finally Scotland, where she visited Queen Victoria.12 
8QOLNH6\OYD¶V FKLOGKRRGYLVLWV WKHUH LVPRUHFRQFUHWH HYLGHQFH WR VXSSRUW WKLV
stay. As I have noted, Sylva is mentioned in the journal entries of Queen Victoria, 
who chronicles her stay at Balmoral in October 1890.13 Prior to that, at the end of 
August, she stayed in Llandudno, a Victorian seaside town and a site that provides 
further HYLGHQFHRI6\OYD¶VSUHVHQFH 
From the mid-nineteenth century onwards, Llandudno became a popular 
destination for those seeking relaxation and recovery. As seaside holidays became 
more widespread, the town became increasingly entertainment-orientated.14 Sylva 
reportedly exhibited µRSHQDQQR\DQFH¶ZKHQ VKHDUULYed in this bustling seaside 
town, rather than the secluded location she had anticipated.15 Nonetheless, her 
early biographers state that over the course of the five weeks she spent in 
Llandudno, she grew to appreciate the town and the surrounding area, which she 
toured with local wealthy families. Shortly before her departure, Sylva described 
WKHWRZQDVµDEHDXWLIXOKDYHQRISHDFH¶DQGLQDSSUHFLDWLRQRIWKHVHVHQWLPHQWV
the townspeople translated her words into Welsh to create Llandudno's town 
                                                 
11We can also see her influence on other famous figures. Vincent van Gogh references Sylva and 
her aphorisms Les Pensées d'une Reine (Thoughts of a Queen) in three letters, two to his older 
brother, Theo (1857-1891), and one to his youngest sister Willemien (1862-1941). These are dated 
September and October 1899. See Vincent van Gogh: The Letters, 
<http://www.vangoghletters.org/vg/> (accessed 10 July 2013).    
12Badea-3ăXQS 
13
 The Letters of Queen Victoria, pp. 642-644. 
14Stephen Williams, Tourism and Recreation, (Harlow: Pearson Education Limited, 2003), p. 27. 
15Ivor Wynne Jones, Llandudno. Queen of Welsh Resorts (Ashbourne: Landmark Publishing, 
2008), p. 43. 
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motto ± an association still emphasised today.16 She also took part in the annual 
Eisteddfod ± a Welsh festival featuring competitions in art and poetry ± which 
was discussed by a number of British newspapers and magazines, including the 
Westminster Review and the Musical Standard, the impact of which will be 
discussed below.  
7KLVZDVQRWKRZHYHUWKHRQO\FRPPHPRUDWLYHPDUNHURI6\OYD¶VYLVLW
µVLWHVRIPHPRU\¶DV1XDOD&-RKQVRQGHVFULEHV WKHPFDQEHIRXQGDWYDULRXV
points around Llandudno.17 $ GHGLFDWRU\ SODTXH FUHGLWLQJ KHU ZLWK WKH WRZQ¶V
motto can be found outside the Marine Hotel (formerly the Adelphi), where Sylva 
stayed during her visit.18 Inside the hotel there are facsimile portraits of the queen 
and her husband as well as a framed letter, written by Sylva to express her 
gratitude to all who had welcomed her. 6\OYD LV DOVR PHQWLRQHG RQ WKH µWRZQ
WUDLO¶ D ZDONLQJ WRXU DURXQG Llandudno for those wanting to visit historic 
buildings or places of interest. On the information board at North Western 
Gardens, part of which has now become the main shopping street, Carmen Sylva 
LV WKH ILUVW SHUVRQ WR EH OLVWHG XQGHU WKH KHDGLQJ µ1RWDEOH 3HRSOH LQ WKLV DUHD
3ODTXH 6FKHPH¶ ,W PHQWLRQV WKH 0DULQH +RWHO DQG LV REYLRXVO\ GHVLJQHG WR
correspond with the commemorative plaque that rests there.  
It is thus possible to see whaW5LFKDUG3UHQWLFHKDVWHUPHGµSUHVHUYDWLRQLVW
philosophieV¶DWZRUNLQ/ODQGXGQRZKHUH the aim is to preserve and protect the 
heritage of a site and to value objects and individuals for their cultural 
                                                 
16The Welsh-ODQJXDJHWUDQVODWLRQLVµKDUGGKDIDQKHGG¶  
171XDOD&-RKQVRQµ3XEOLF0HPRU\¶LQA Companion to Cultural Geography, ed. by James S. 
Duncan, Nuala C. Johnson and Richard H. Schein (Oxford: Blackwell Publishing Ltd, 2004), p. 
323. 
18See AppHQGL[2QHIRUSKRWRJUDSKVGHWDLOLQJ6\OYD¶VFRQQHFWLRQZLWK/ODQGXGQR 
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significance.19 For Prentice, monuments are a good example of preservationist 
principles and the dedicatory plaque RXWVLGH WKH0DULQH +RWHO 6\OYD¶V IUDPHG 
letter inside the hotel and the board listing her name on the town trail could be 
considered monuments in this respect. They are permanent reminders of SyOYD¶V
presence, dedicated to her memory and to commemorating her as a notable figure 
LQ/ODQGXGQR¶VKLVWRU\$VLQQXPHURXVWRZQVDQGFLWLHVLQ%ULWDLQ/ODQGXGQR¶V
method of generating tourism is to emphasise its links with famous or significant 
historical figures and Sylva is part of this strategy.  
7KLVSUHVHUYDWLRQRI/ODQGXGQR¶VFXOWXUDOKLVWRU\FRQQHFWVWRWKHSUDFWLFH
of literary tourism, which developed in the late eighteenth century and was 
SURPRWHGLQZRUNVVXFKDV:LOOLDP+RZLWW¶V (1792-1879) Homes and Haunts of 
the most Eminent British poets (1847). Literary tourism has been naturalised into 
British culture WR WKH H[WHQW WKDW DV 1LFROD - :DWVRQ GHVFULEHV LW µRQH VHHV
literary sites detailed in guidebooks and marked on the road map, and expects [...] 
WR YLVLW WKH PXVHXP VKRS¶ 20  Whilst the idea of purchasing Carmen Sylva 
merchandise in Llandudno seems unlikely, Watson does discuss aspects of literary 
tourism that can be applied to her, such as the methods of cultural remembrance 
and the practice of visiting poets¶ graves. Although visitors to Llandudno will find 
FRPPHPRUDWLYHSODTXHV UDWKHU WKDQKHUJUDYH6\OYDKDVEHHQµORFNHG¶ LQWRWKH
regional landscape and consciousness of Llandudno.21 Samantha Matthews has 
chronicled this Victorian fascination with poets¶ graves, with monuments acting 
as pilgrimage sites for tourists. She argues that their desire to commemorate 
µPLQXWLDH¶DVZHOODVPRUHVLJQLILFDQWORFDWLRQVLQZULWHUV¶OLYHVDSSHDUVµDQ[LRXV
                                                 
19Richard Prentice, Tourism and Heritage Attractions (London: Routledge, 1993), p. 41.  
20Nicola J. Watson, The Literary Tourist, (Basingstoke: Palgrave Macmillan, 2006), p. 5. 
21Ibid., p. 30. 
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and insecure, as though seeking to substantiate significant associations before they 
IDGH IURP YLHZ RU ZHUH WUDPSOHG XQGHU WKH IHHW RI FKDQJH DQG PRGHUQLW\¶ 22 
6\OYD¶VYLVLWZKLOVWUHODWLYHO\VKRUW was clearly significant both in her life ± she 
later set Edleen Vaughan in Wales ± as well as in the lives of the local people, 
who continued to advertise their connection to her long after 1890.  
These links have been maintained through a process that combines 
commemoration with financial opportunity. Literary tourism, and the revenue that 
can be generated through the association of a place with a particular author, can be 
seen with regard to the hotel Sylva stayed in and shops that served her. R. Roberts 
& Son, for example, renamed their shop The Royal Fish Stores and described 
WKHPVHOYHVDV µ3XUYH\RUVRI ILVK WR WKH5R\DO&RXUWRI5RXPDQLD¶ZHOO LQWR WKH
1960s.23 A clothing boutique used a similar advertising technique. As I noted, the 
Marine Hotel continues to maintain its links with Carmen Sylva through 
memorabilia as well as the plaque on its outer walls and, as a result, Carmen 
Sylva remains rooted in the history of the town. Although she is not representative 
of Llandudno on the same scale as Robert Burns in Dumfries or the Brontës in 
+DZRUWKLWLVFOHDUWKDW6\OYD¶VSK\VLFDOSUHVHQFHDIIHFWHGWKHGHFLVLRns made by 
small businesses, who sought to profit from their association with her. In choosing 
to advertise her patronage they undoubtedly aided the preservation of her 
memory, reminding shoppers of her presence and her influence. As a result, they 
                                                 
22Samantha Matthews, 3RHWLFDO5HPDLQV3RHWV¶*UDYHV%RGLHVDQG%RRNVLQWKH1LQHWHHQWK
Century (Oxford: Oxford University Press, 2004), pp. 41-42. 
23Wynne Jones, p. 81; p. 101. 
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indicate the importance of public reinforcements, which, as Jay Winter argues, 
µNHHSDOLYHWKHULWXDODQGSUDFWLFHRIFRPPHPRUDWLRQ¶24  
Sylva is also presented as a significant figure in contemporary accounts of 
/ODQGXGQR VXFK DV ,YRU :\QQH -RQHV¶V KLVWRULFDO RYerview of the town. He 
references a number of noteworthy visitors, including foreign dignitaries such as 
Otto von Bismarck and Napoleon III (1803-1873), British political figures such as 
Winston Churchill (1874-1965) and Margaret Thatcher (1925-2013) and the 
writer Matthew Arnold (1822-+RZHYHULWLV6\OYD¶VYLVLWWKDWUHFHLYHVWKH
most discussion. Wynne Jones includes biographical information and numerous 
facts about her stay, including the people and places she visited. He also 
reproduces a letter Sylva wrote to her childhood friend ± and eventual biographer 
± %DURQHVV 'HLFKPDQQ :\QQH -RQHV QRWHV VRPHZKDW SRLQWHGO\ WKDW 6\OYD¶V
YLVLW ZDV DQ HYHQW µ/ODQGXGQR ZLOO QHYHU EH DOORZHG WR IRUJHW¶ DQG \HW KLV
decision to include so much material arguably perpetuates this cycle: by elevating 
her visit over all other notable individuals, he presents it as a defining moment in 
WKHWRZQ¶VKLVWRU\25 
6\OYD¶VLPSRUWDQFHWR/ODQGXGQR¶V history is further emphasised on a local 
map of the area. A number of streets were named after her ± of which Carmen 
Sylva Road is the most obvious ± in what became the Craig-y-don suburb.26 
6\OYD¶VPHPRU\ is maintained here on a commercial level: there is now a bed-
and-breakfast on Carmen Sylva Road, named The Carmen.27 Although Badea-
3ăXQ QRWHV WKDW WKHUH LV RQO\ RQH VWUHHW QDPHG DIWHU 6\OYD FORVHU FRQVXOWDWLRQ
                                                 
24-D\:LQWHUµ+LVWRULDQVDQG6LWHVRI0HPRU\¶LQMemory in Mind and Culture, ed. by Pascal 
Boyer and James V. Wertsch (Cambridge: Cambridge University Press, 2009), p. 267. 
25Wynne Jones, p. 40. 
26See Appendix One. 
27The Carmen Bed and Breakfast ޒhttp://www.carmenllandudno.co.ukޓ (accessed 1 August 2011). 
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reveals that three other streets have incorporated her pseudonym: Sylva Gardens 
North, Sylva Gardens South and Sylva Grove.28 Roumania Drive and Roumania 
Crescent are also a clear part of the commemorative connection to Sylva, acting as 
a reminder of the country she ruled with her husband.29 These streets were also 
overlooked in a recent BBC article.30 These streets are in close proximity to each 
other, interlocking across the eastern side of the Craig-y-Don area. A large 
number of other roads in this area are commemorative, of royalty in particular.31 
There is also a road named after Lewis Carroll (1832-1898), who based the 
eponymous character of Alice¶V $GYHQWXUHV LQ :RQGHUODQG (1865) on Alice 
Liddell (1852-1934). Liddell spent summers in Llandudno with her family, 
although Wynne Jones notes that there is no evidence that Carroll himself ever 
visited the town.32  
Whilst Sylva was not, therefore, the only person to be commemorated on 
the streets of Llandudno, she appears to be the individual who had the most streets 
named after her. Although I have not been able to ascertain exactly when these 
roads were named, information received from the Llandudno archives suggests 
that the first reference to roads named after Sylva was 1897, but that development 
of the area continued into the 1930s.33 The spelling of µ5RXPDQLD¶ KRZHYHU
restricts the potential dates, since the most recent English-language spelling for 
                                                 
28Badea-3ăXQS 
29These findings were published in: Laura Nixon, µ&DUPHQ 6\OYD¶V /LQNV WR /ODQGXGQR¶Notes 
and Queries, 253 (June 2013), 274. 
306WHYHQVRQ-RKQµ5RPDQLDQ/LQNV&RXOG3URYH5HZDUGLQJIRU5RPDQLD¶BBC News Online, 10 
February 2013, <http://www.bbc.co.uk/news/uk-wales-politics-21401101> (accessed 17 May 
2013). 
31
 Wynne Jones notes that Queens Road was named after Queen Victoria (p.126) and it seems 
likely that Victoria Street has a similar history. Albert Gardens, most likely named after Queen 
9LFWRULD¶VFRQVRUWand 3ULQFH¶V'ULYH are also in Craig-y-Don. 
32Wynne Jones, p. 107.  
33See Appendix One. 
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µ5RPDQLD¶ZDVLQWURGXFHGLQ1965. Consequently, it is likely that the roads using 
the earlier spelling were introduced before this date. This information contradicts 
0DWWKHZV¶V DUJXPHQW WKDW FRPPHPRUDWLRQ VHHNV WR SUHYHQW KLVWRULFDO HYHQWV
EHFRPLQJµWUDPSOHG¶6\OYD¶VFRPPHPRUDWLRQis a result of modernity, not a fear 
of it.34 6\OYD¶VQDPHGLGQRWUHSODFHDQH[LVWLQJVWUHHWEXWZDVLQWHQWLRQDOO\EXLOW
into it during the development of the Craig-y-don suburb. The street-naming that 
has occurred in Craig-y-Don commemorates the cultural contribution of famous 
DQG VLJQLILFDQW ILJXUHV WR /ODQGXGQR¶V KLVWRU\ D SUDFWLFH WKDW FRQWLQXHV LQ
contemporary society and is not restricted to Britain. These streets are, as Derek 
H. AlderPDQ KDV QRWHG µPHPRULDO DUHQDV¶ a sentiment that again reinforces 
6\OYD¶VLPSRUWDQFHWRWKHSHRSOHRI/ODQGXGQR35  
 
0DNLQJµHLVWHGGIRGLFKLVWRU\¶&DUPHQ6\OYDDQGWKH(LVWHGGIRG 
 
Llandudno may never become a site of literary significance for, or because 
of, Carmen Sylva, but her time spent in the town and her participation in regional 
activities, such as the Eisteddfod, means that her contribution has been deemed 
important enough to formally recognise within Welsh regional geography. 
Recognition of her participation in the 1890 Eisteddfod ± held that year in Bangor 
± was chronicled in nineteenth-century articles. More recently, Ivor Wynne Jones 
has noted that Sylva was admitted ± under her pen name, rather than royal title ± 
to the Gorsedd of Bards. 36  This was a society for writers and artists who 
                                                 
34Matthews, p. 42. 
35'HUHN+$OGHUPDQµ1DPLQJ6WUHHWVIRU0DUWLQ/XWKHU.LQJ-U1R(DV\5RDG¶LQLandscape 
and Race in the United States, ed. by Richard Schein (New York: Routledge, 2006), p. 217. 
36Wynne Jones, p. 43.  
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contributed to the Welsh nation through its language and culture, founded by the 
Welsh poet and forger, Iolo Morganwg (1747-1826), in 1792.  
Although these articles constitute a small percentage of the references to 
Sylva, they nevertheless provide information about her time in the area. They also 
indicate that her presence in Wales and participation in the festival was an event 
worthy of note in national publications. Her presence thus extends across Britain 
and is not limited to Wales, a detail generally overlooked by her early biographers 
and only briefly mentioned by Burgoyne and Badea-3ăXQ $UWLFOHV FRYHULQJ
6\OYD¶VSUHVHQFHDWWKHIHVWLYDOZHUHZULWWHQIRUSXEOLFDWLRQVUDQJLQJIURPOLEHUDO
monthly papers such as the Westminster Review, to the Musical Standard and the 
Monthly Chronicle of North-Country Lore and Legend. The Westminster Review 
in particular was interested in world events and foreign literature. Its attentiveness 
to German writers increased further under the sub-editorship of George Eliot and 
the work of George Henry Lewes.37  
The majority of references in this context RFFXUUHG VKRUWO\ DIWHU 6\OYD¶V
visit, between September and November 1890. Two more can be found six years 
later, in May and June 1896. These later articles mention Sylva in the context of 
Gloddaeth, an area near Llandudno owned by the Mostyns, a wealthy and 
influential family who were instrumental in the development of the town in the 
late 1840s. Sylva had visited their home during her 1890 stay and had toured the 
area with them. These articles suggest that Sylva was influenced by the time she 
spent there and briefly refer to her involvement in the 1890 Eisteddfod.  
                                                 
37RRJHU3:DOOLQVµ7KH:HVWPLQVWHU5HYLHZ¶LQBritish Literary Magazines. The Romantic Age, 
1789-1836, ed. by Alvin Sullivan (Westport, Connecticut: Greenwood Press, 1989), p. 428. 
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 The earliest article was published in the first few weeks of September, 
after Sylva had left Wales. This article, plus another from the same month, which 
was published in the Musical Standard and focused entirely on the Eisteddfod, is 
the most detailed account of Sylva and her Welsh visit, chronicling her 
participation in the festival and the positive reception she received. A.P. Thomas, 
one of the few named authors, even states, somewhat melodramatically, that 
6\OYD¶V SUHVHQFHZDV WKH µVDOYDWLRQ¶ RI WKH HQWLUH HYHQW DQG WKDW LWZLOO µOLYH LQ
HLVWHGGIRGLF KLVWRU\¶38 For Thomas, as for the other journalists, the festival in 
1890 was made memorable because of Carmen Sylva and this was largely because 
she was the first queen in six hundred years to attend an Eisteddfod.39 There is 
evidence to suggest that this might be true: although the date of the first 
Eisteddfod is unclear ± with its origins extending into the twelfth century ± 
nineteenth-century scholars noted that Queen Elizabeth I (1533-1603) 
commissioned such a festival in 1567, but do not state whether she attended.40 
There is no reference to any other queen attending an Eisteddfod. The most recent 
royal reference, other than to Sylva, concerns the Duke of Sussex (1773-1843), 
the brother of King George IV (1762-1830), who attended the 1828 Eisteddfod at 
Denbigh.41 ,Q6\OYD¶VFDVH WKLV royal emphasis should be viewed in conjunction 
with her current literary obscurity: her status is elevated over her literary 
achievements. If her literature received less attention than her celebrity status 
                                                 
38$37KRPDVµ:HOVK0HPVDQG0XVLQJV¶Magazine of Music, October 1890, p. 192 . 
39$QRQ\PRXVµ7KH:HOVK(LVWHGGIRG¶Musical Standard, 13 September 1890, p. 211. 
40William Davis Leathart, The Origin and Process of the Gwyneddigion Society of London 
(London: Hugh Pierce Hughes, 1831), p. 28 
41King George VI (1895-1952) and his Consort, Queen Elizabeth (1900-2002) were also admitted 
as honorary bards in 1926. Queen Elizabeth II (b. 1926) became an Honorary Ovate in 1946, as 
was her husband, Prince Philip (b. 1921) in 1960. 
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during her lifetime, it is unsurprising that the memory of them would fade even 
further from public consciousness after her death.   
 Although a number of these articles include brief references to her literary 
capabilities, only two refer to a poem she wrote and recited at the Eisteddfod. One 
publication even reproduces it for its readers, to be discussed in more detail in 
Chapter Five. The decision by 0XUUD\¶VMagazine WRUHSULQW6\OYD¶VSRHPLQ the 
final section of their ORQJ µ1RWHV RI WKH 0RQWK¶ DUWLFOH UDWKHU WKDQ VLPSO\
referring to it, suggests that the author wanted readers hitherto unfamiliar with 
Sylva to be introduced to her work. It is also possible that the decision to 
reproduce her poem was designed with literary appreciation in mind. As with 
5RRVHYHOW¶V ELRJUDSK\ WKH DUWLFOH DOORZV UHDGHUV WR YDOXH WKH µJUHDW LQWHOOHFWXDO
JLIWV¶6\OYDSRVVHVVHG which those at the Eisteddfod had experienced in person.42  
7KLV FDQDOVREH LQIHUUHG IURP WKH µLPSURPSWX OLQHV¶ZULWWHQE\ µ-(:¶
and published in the Magazine of Music in November 1890. Composed after the 
DXWKRUKDGUHDGDQDFFRXQWRI6\OYD¶VUHFHSWLRQDWWKH(LVWHGGIRGWKLVVKRUWSRHP
is presented in the original Welsh as well as in English. Juxtaposing the languages 
RQ WKH SDJH VWUHVVHV 6\OYD¶V FRQQHFWLRQZLWK:HOVK FXOWXUH %\ WUDQVODWLQJ WKH
lines into English, the wider population is also invited to recognise the 
VLJQLILFDQFH RI KHU YLVLW DQG µVLQJ ORXG LQ KHU SUDLVH WKHLU$OHOXLD¶43 The poem 
DOVRUHDIILUPVWKDW6\OYD¶VYLVLWZDVWR%ULWDLQDVDZKROHDQGZDVQRWFRQILQHGWR
Wales, DV WKHDXWKRUJRHVRQ WRGHVFULEH6\OYD¶V audience with Queen Victoria. 
7KURXJK WKHVH DUWLFOHV &DUPHQ 6\OYD¶V SUHVHQFH DV a literary figure, but 
particularly as a queen, is represented as an important ± if not unique ± occurrence 
                                                 
42$QRQ\PRXVµ1RWHVRIWKH0RQWK¶Murray's Magazine, October 1890, p. 568. 
43-(:µ6WDFFDWR¶Magazine of Music, November 1890, p. 3. 
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in the history of the Eisteddfod and Welsh culture. The articles written about her 
time in Wales, coupled with the physical evidence that remains in Llandudno, 
VXJJHVW WKDW 6\OYD¶V YLVLW WR %ULWDLQ DQG SUHVHQFH LQ VSHFLILF DUHDV ZDV RQH RI
significance at the time of its occurrence and continued to be viewed as such long 
after she had left. 
Unfortunately, these links cannot be found in the promotional material 
available to modern tourists: neither the pocket map nor the Llandudno town trail 
pamphlet mentions Sylva by name. Whilst this is not necessarily expected of the 
pocket map, the town trail leaflet refers to the Mostyns and Alice Liddell. This is 
surprising, given that Sylva is the first to be listed on the town trail tourist boards. 
Similarly, no information is provided about the roads named after her. Indeed, the 
small map included in the town trail booklet is cut off just before the Craig-y-Don 
VXEXUE7KHVHILQGLQJVVXSSRUW:LQWHU¶VDUJXPHQWWKDWWKHLPSRUWDQFHSODFHGRQ
certain sites of memory can decrease if those involved in its establishment become 
less interested or fade away.44 There is more detailed information to be found on 
Carmen Sylva in history books about Llandudno, or by consulting maps, but these 
PXVW EH VRXJKW RXW(YHQ WKH OHWWHU LQVLGH WKH0DULQH+RWHOZULWWHQ LQ6\OYD¶V
own hand, is not advertised. The most readily available tourist information only 
mentions her royal status and the date of her visit, although the road names, 
somewhat paradoxically, commemorate her pseudonym. This emphasis on her 
status may well have contributed to her marginalisation, since her royal 
background DSSHDUVWRRYHUVKDGRZKHUOLWHUDWXUH6\OYD¶VILFtion is downplayed or 
set apart from the other sites of memory dedicated to her. However, it also serves 
                                                 
44Winter, p. 252.  
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to indicate that her pen-name, and by extension her literature, was a part of 
6\OYD¶V SUHVHQFH Ln Britain during the nineteenth century: if the Victorian 
population of Llandudno saw Sylva solely as royalty, then there would be little 
reason to celebrate her pen-name. 
&XUUHQWO\ 6\OYD¶V SRWHQWLDO WR EH RI LQWHUHVW WR PRGHUQ YLVLWRUV LV RQO\
partial, but by considering the various commemorative practices operating in 
Llandudno since her visit, we might see Sylva adhering to one of Hargreaves-
0DZGVOH\¶VGHILQLWLRQVRI DZULWHUZRUWK\RIQRWH LQIOXHQFLQJ WKHSXEOLF45 Her 
presence in Llandudno was clearly perceived positively, to the extent that the 
local people wished to celebrate it. This impact has been maintained to a smaller 
degree in modern society, since these markers of memory have not been removed 
or replaced. In this way, Carmen Sylva is historically meaningful for those 
chronicling the development of Llandudno, in terms of her visit itself as well as 
the way memories of that visit were retained and shaped by the townspeople. 
Sylva is permanently marked and literally sign-posted in the geography and 
history of this place. Due to her marginalised status, it may well be that the queen 
PHQWLRQHGRQ/ODQGXGQR¶VWRZQWUDLOKDVQRW\HWEHHQUHFRQQHFWHGwith the street 
names in Craig-y-don ± an issue that might be addressed through her recuperation. 
The following chapter will explore this potential for reassessment in more detail, 
considering 6\OYD¶VOLWHUDU\SUHVHQFHDQGthe extent to which she was discussed in 
the British periodical press.  
                                                 
45Hargreaves-Mawdsley, v.  
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Chapter Three. Her µDXWKRUVKLSLVEXWDSDVWLPH¶
&DUPHQ6\OYD¶VOLWHUDU\SUHVHQFH 
 
The previous chapter established 6\OYD¶Vphysical presence in Britain and 
that her impact on regional Welsh culture was documented and discussed in the 
nineteenth-century periodical press. It thus remains to investigate the extent of her 
literary presence in Britain. The Victorians lived in a period of rapid expansion. 
This affected industry, technology and the media. Increased literacy levels meant 
WKDWZKDWZDVRQFHWKHµOLVWHQLQJSXEOLF¶EHFDPHWKHµUHDGLQJSXEOLF¶DQG&DUPHQ
6\OYD¶V SUHVHQFH in British periodicals is a product of these changes. 1  Her 
presence will be discussed with regard to a large number of primary sources: 
advertisements, reviews and articles written about Sylva and her work. This 
chapter wilO DOVR LQYROYH GLVFXVVLRQ RI 6\OYD¶V English-language works, that is, 
the significance of their publication history in British magazines and journals. In 
doing so, I will argue in favour of her recuperation on the grounds that she 
produced a diverse body of work that retained the interest of contemporary 
readers and reviewers alike.  
 
As noted in Chapter One, a name search for Carmen Sylva on databases 
dedicated to nineteenth-century periodicals returned a large number of results. The 
data from British Periodicals Online, for example, reveals clear peaks in interest: 
 
 
                                                 
1Matthew Rubery, The Novelty of Newspapers (Oxford: Oxford University Press, 2009), p. 6. 
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Table 1. 
 
It is necessary to contextualise these results in order to obtain a more accurate 
VHQVHRI6\OYD¶VSRVLWLRQLQWKH%ULWLVKperiodical press, specifically with regard to 
the literary presence of other German women writers. These comparisons reveal 
that engagement with Sylva was LQ VRPH VHQVH µW\SLFDO¶ RI WKH EURDGHU %ULWLVK
engagement with writing by German women in the nineteenth century.  
Similar searches conducted for other German women writers, either those 
producing work contemporaneously to Sylva (such as Malwida von Meysenbug, 
Hedwig Dohm (1831-1919) and Bertha von Suttner (1843-1914)), or her 
predecessors (such as Johanna Kinkel and Fanny Lewald), reveal a smaller 
number of references. Despite this, there are some similarities in terms of the way 
these women were discussed and marketed. Articles and reviews were published 
in a number of the same leading periodicals, including the Athenaeum, the 
Saturday Review and the Review of Reviews. These articles, as with Sylva, often 
placed the female writer in the context of her wider society, with discussions of 
her political affiliations, social circles and relationships. There are frequent 
references to life-writing, ranging from biographies written about Bertha von 
Suttner WR )DQQ\ /HZDOG¶VPHPRLUV 7KHLU RZQ Qon-fictional articles were also 
SXEOLVKHGLQWKHVHMRXUQDOV,QGHHG%HUWKDYRQ6XWWQHUDQG&DUPHQ6\OYD¶VYLHZV
on women¶VVSRUWLQJDFWLYLWLHVZHUHUHFRUGHG LQ WKHVDPHDUWLFOH ± an issue that 
Decade 1780- 
1879 
1880 -
1889 
1890 -
1899 
1900 -
1909 
1910 -
1919 
1920 -
1929 
1930+ Total 
Total No. 
of 
Articles 
29 116 316 195 64 8 1 729 
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had come under scrutiny as a result of the rise of the New Woman and the 
feminist movement. 2  There is also evidence of these women producing very 
popular ZRUNV YRQ 6XWWQHU¶V SDFLILVW text Die Waffen Nieder (Lay Down Your 
Arms) (1889), for example, was translated and republished in a variety of 
languages 6LPLODUO\ )DQQ\ /HZDOG LV IUHTXHQWO\ GHVFULEHG DV µZHOO-NQRZQ¶ WR
the British public, a sentiment also applied to Carmen Sylva.3  
Despite these similarities, Sylva remains the dominant force. The greater 
level of interest in Sylva may be connected, as discussed in the previous chapter, 
to her royal status and her acquaintance with the British aristocracy, but this 
circumstance does not explain why a large proportion of the references to Sylva 
are reviews of her work. Although they often reference her royal title, their focus 
on her literary productions, rather than society appearances or charity work alone, 
suggests that what she wrote played an important role in creating and maintaining 
British interest in her.  
It therefore seems strange that so little critical material has been produced 
RQ 6\OYD¶V RHXYUH LQ UHFHQW \HDUV HYHQ WKRXJK VKH ZDV GLVFXVVHG IDU PRUH
frequently during her lifetime than her female German contemporaries. As noted 
in Chapter One, Johanna Kinkel, Fanny Lewald and Bertha von Suttner have 
remained part of our critical consciousness, if not on the same level as the male 
µJUHDWV¶ VXFK DV Goethe and Schiller. It is possible that this difference can be 
explained through consideration of the types of literature that these women were 
producing: the modern focus on Fanny Lewald and Bertha von Suttner, for 
example, centres on their political affiliations and opinions. PerhaSV 6\OYD¶V
                                                 
2$QRQ\PRXVµ2XJKW:RPHQWR&\FOH5RZ(WF"¶Review of Reviews, July 1900, p. 46. 
3$QRQ\PRXVµ7KH%RRNVHOOHU¶V5HFRUG¶Critic, 1 December 1860, p. 686. 
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writing has not survived because political critique is not an overt element. This 
proposition was recognised by nineteenth-century critics themselves, with regard 
to *HUPDQZRPHQ¶VZULWLQJ LQSDUWLFXODU$QDUWLFOHRQ*HUPDQ OLWHUDWXUH
noteVWKDWOHVVWKDQDGHFDGHDIWHUKHUGHDWK)DQQ\/HZDOGLVµDOOEXWIRUJRWWHQ¶
and argues that writing produced in the middle decades of the nineteenth century 
was no longer interesting to fin-de-siècle society.4 John G. Robertson asserts that 
certain writers will be marginalised with the passage of time, if there are no 
µOLWHUDU\KLVWRULDQV¶ WR UHPHPEHUWKHP5 With this in mind, the results relating to 
Carmen Sylva should be considered in more detail, not only to reassess her place 
within British literary culture, but to reflect on the values that critics have placed 
on literature from this period.  
The majority of references to Sylva occur between 1880 and 1930, a 
period of fifty years. As shown in Table 1, there is a peak in interest during the 
1890-1899 period and a sharp decline from 1910. 6  The first decade of the 
twentieth century appears to have been the catalyst for 6\OYD¶Vmarginalisation 
and, as will be discussed in the final chapter of this thesis, it is most likely an 
effect of World War One (1914-1918). Interest in Sylva, already more tentative 
than with regard to other German writers, did not recover.7  
                                                 
4-RKQ*5REHUWVRQµ&XUUHQW*HUPDQ/LWHUDWXUH¶Cosmopolis, March 1897, p. 696. 
5Ibid.  
6Results prior to 1880 are all false positives. References WRµFDUPHQ¶RUµV\OYD¶UHIHUWRSRHPV
ZULWWHQLQ/DWLQDQGZHUHWKHRQO\W\SHRIUHVXOWUHWXUQHGIRUµ&DUPHQ6\OYD¶XQWLO$IWHUWKLV
GDWHIDOVHSRVLWLYHVZHUHSULPDULO\RIDPXVLFDOQDWXUHUHIHUULQJWR*HRUJHV%L]HW¶V-1875) 
French opera Carmen (based on 3URVSHU0pULPpH¶V-1870) 1846 novella of the same name), 
which premiered in Paris in 1875. There were also numerous musicians with the surname of Sylva. 
)URPDURXQGLQWKHODWHUVWDJHVRI6\OYD¶VOLWHUDU\FDUHHUWKHUHDUHPXOWLSOHreferences to an 
eight-year old soprano named Carmen Sylva. Other false positives from this period include a 
Chilean mountain range (Sierra Carmen Sylva). 
7Regular references to other German women writers, including Bertha von Suttner and Fanny 
Lewald, also declined by the turn of the twentieth century.  
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By considering the search results in more detail and placing them into 
broad categories, it is possible to ascertain the most popular method of referring to 
Carmen Sylva. This is a vital element of establishing her British literary presence 
as it considers not only the quantity of references to her, but also the manner in 
which she and her work were discussed. This chapter will analyse seven 
categories: advertising, references, reviews, articles on or that mention Carmen 
SylvaSULPDU\WH[WVDQGµ2WKHU¶8 7KHVHUHVXOWVDQGWKHLULPSOLFDWLRQVIRU6\OYD¶V
personal popularity, as well as the interest in her works, will allow me to posit an 
argument for her eventual recuperation within modern criticism.  
 
3.1. Advertising. 
Growing interest in Sylva can be seen through the large number of 
DGYHUWLVHPHQWV $OWKRXJK QRW DOO RI 6\OYD¶V ZRUNV ZHUH DGYHUWLVHG DQG VRPH
received more promotion than others, adverts indicate that publishers took an 
active interest in her work. They were often the first kind of material encountered 
by readers when they opened a magazine or newspaper. Such ephemera also have 
LPSRUWDQWUDPLILFDWLRQVIRUKHUUHFXSHUDWLRQ6\OYD¶VREVFXrity is not a reflection 
of a lack of interest in the nineteenth century. Advertising constitutes a significant 
proportion of the references to Sylva, present from the very beginning of her 
literary career in Britain. They refer predominantly to primary sources ± works 
produced by Sylva herself ± but a select number of works written about Sylva are 
also advertised, including biographies by Baroness Deichmann and Blanche 
Roosevelt. A collection of essays by the French naval officer and author Pierre 
                                                 
8Appendix Two contains a more detailed table of categories, using British Periodicals Online as an 
example. 
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Loti (1850-1923) is also included. Loti (the pseudonym of Julien Viaud) was 
acquainted with Sylva and two of his essays are focused on her.9 Given the peaks 
of interest in Sylva, it is unsurprising that the majority of advertising occurs in the 
decades that contain the most references to her. As references to Sylva decrease 
over time, so do the adverts. The lack of later advertisements could explain the 
eventual lack of interest in Sylva: if she was not publishing new material, there 
was no new work to advertise. As a result, interest in her was not sustained. As 
noted earlier, this decline was cemented by her death, coinciding with World War 
One and outbreaks of anti-German sentiment.  
The majority of advertisements were placed in the Athenaeum, with the 
remainder in the Academy and the Saturday Review and a small number in the 
Bookman, the National Review, Belgravia and Cornhill Magazine. Placing the 
majority of advertisements in publications with good circulations and good 
reputations, which were produced in weekly or fortnightly editions aimed at the 
middle and upper classes, appears to have been a marketing strategy designed to 
RSWLPLVH WKH SRWHQWLDO SXUFKDVHUV RI 6\OYD¶V ZRUN 7KHVH UHDGHUV ZRXOG EH
encouraged to buy her volumes having seen an advert placed in a publication that 
they knew and respected, especially when these publications, such as the 
Academy, were known to be influential with regard to art criticism.10 Although 
R.C. 7HUU\ KDV DUJXHG WKDW SDLG DGYHUWLVLQJ µZKLFK FRQVLVWHG RI VKHHWV RI D
SXEOLVKHU¶V new books, with selected comments enthusiastically greeting each and 
HYHU\ QRYHO SUREDEO\ GLG IDU OHVV WKDQ ZRUG RI PRXWK¶ DGYHUWLVLQJ IRU 6\OYD
                                                 
9Pierre Loti, Carmen Sylva and Sketches from the Orient (New York: The Macmillan Company, 
1912). 
10&KULVWRSKHU.HQWµ7KH$FDGHP\7KH$FDGHP\DQG/LWHUDWXUH,¶LQBritish Literary Magazines. 
The Victorian and Edwardian Age, 1837-1913, ed. by Alvin Sullivan (Westport, Connecticut: 
Greenwood Press, 1984), p. 4. 
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indicates the willingness of publishers to spend money in order to promote her 
work.11 The initial financial outlay was clearly considered worthwhile in order to 
generate larger profits. 
  
Advertisements for Sylva¶VZRUN fall into two categories, the first being 
adverts which are placed into periodicals by her publishers. The second category 
refers to individual pieces ± single stories or poems ± which were advertised by 
editors of publications such as London Society and the American monthly, 
Century Magazine, to promote forthcoming editions. Advertising an upcoming 
issue by referring to a piece written by Carmen Sylva was used to encourage 
readers to purchase a particular number. The overall styles for both types of advert 
are, however, relatively uniform. Each advert and the writers it features are listed 
under an overall title, which is then connected to a publishing house or periodical.  
 Another notable feature is the manner in which they refer to Sylva. 
Although occasionally referred to by her pseudonym alone, it is more often the 
case that her royal status is listed, as shown below: 
 
                                                 
11R.C. Terry, Victorian Popular Fiction, 1860-1880 (London: Macmillan Press, 1983), p. 49. 
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Fig. 1. µAdvertisement,¶ Athenaeum, 26 March 1892, p. 418. 
 
Variations in wording and style mean that her royal title is sometimes included 
before the pen-name, but it may also appear in parentheses or a smaller typeface. 
Regardless of these minor discrepancies, British publishers were clearly aware of 
her royal identity. More importantly, they had evidently decided to capitalise on 
it, using her title to promote her work. This in turn made British readers aware 
WKDWµ&DUPHQ6\OYD¶ZDVa pseudonym, and a superfluous one at that, since it did 
not conceal the real name or queenly status of the author. Its constant presence in 
these adverts impedes the development of the alternative identity that comes from 
a pseudonym. Like the commemorative markers of her stay in Llandudno, there is 
a conflict of interest at the heart of British engagement with Carmen Sylva: she 
could not develop a reputation based solely on the literary merit of her writing. As 
shown in Fig. 1, the publishing company F.V. White also listed her previous 
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works alongside the new title. This decision, however, was clearly part of the 
SXEOLVKHU¶V IRUPDO VW\OH DQG ZDV DOVR XVHG WR DGYHUWLVH -RKQ 6WUDQJH :LQWHU
Winter, also known as Henrietta Eliza Vaughan Stannard (1856-1911), was a 
prolific novelist who clearly managed, in this instance at least, to maintain the 
alternative identity denied to Sylva. This does not necessarily indicate that the 
publishers expected the public to be XQDZDUHRI6\OYD¶VZRUNEXWLWPD\EHYLWDO
to understanding why she has been marginalised in later years: the confused 
manner of referring to Sylva, combining her pen-name with her royal title, may 
have overshadowed the work she produced and become detrimental to her 
reputation.  
As Fig. LQGLFDWHV6\OYD¶VZRUNVDUHDOZD\VDGYHUWLVHGDORQJVLGH that of 
other writers. This allows her publishing history to be contextualised. An advert 
from the Athenaeum in 1891, for example, markets the collection of folksongs The 
Bard of the Dimbovitza alongside a diverse collection that ranges from Alexander 
DumDV¶s (1802-1870) The Count of Monte Cristo (1844) to non-fictional studies 
RI (GLQEXUJK¶V OLWHUDU\ ODQGPDUNs. 12  However, the advertising page is then 
GLYLGHG LQWRIXUWKHUFDWHJRULHV µ1HZ%RRNV¶ µ)RUWKFRPLQJ%RRNV¶DQGµ%RRNV
IRU &KLOGUHQ¶ EULQJ RUGHU WR an otherwise disparate group. These adverts also 
IHDWXUHDVPDOOLWDOLFLVHGGHVFULSWLRQRIWKHYROXPH¶VFRQGLWLRQZKHWKHULWLVµ$W
$OO/LEUDULHV¶ZLOOEHDYDLODEOHµ6KRUWO\¶RUFDQEHSXUFKDVHGµ7KLV'D\¶ These 
small details are significant because the\ LQGLFDWHZKHQ DGYHUWLVLQJ IRU 6\OYD¶V
work began. F.V. White & Co., for example, placed seven adverts for Edleen 
Vaughan between 27 February and 21 May 1892. The first three of those adverts, 
                                                 
12$QRQ\PRXVµ$GYHUWLVHPHQW¶Athenaeum, 7 November 1891, p. 606.  
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LQ )HEUXDU\ DQG0DUFK GHVFULEHG WKH QRYHO DV µ6KRUWO\¶ available for purchase 
(see Fig. 1). This has changed by April however: 
 
 
Fig. 2. µAdvertisement,¶ Academy, 9 April 1892, p. 339. 
 
This advert contains the same information as Fig. 1, DGYHUWLVLQJ 6\OYD¶V ZRUN
after John Strange Winter, listing previous works and capitalising the titles in 
order to draw attention to them on the page. The significant difference is the 
presentation: information is presented in a larger typeface, cutting diagonally 
across the advert. This takes up more space, making the advert less cost-effective, 
but in doing so, it again suggests that the publisher wanted actively to promote 
6\OYD¶VZRUN and was willing to pay for it. The advert is made more prominent 
due to its position on the page: placed in the centre, it is clear and attention-
grabbing. The names of the novels leap out at readers, emboldened and more 
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easily discernible than the information presented by the publishers on either side. 
This promotional strategy ensures that Sylva and Winter are the main focus of the 
page. 
References to the novel in May OLVW LWV FRQGLWLRQ DV µ$W DOO /LEUDULHV¶13 
There are no more adverts after May 1892. F.V. White & Co. thus appears to have 
made the decision to market the book only a couple of months in advance of the 
intended release date, in order to intensify interest and increase the number of 
potential purchasers. This marketing strategy was a relatively common one, used 
WRUHPLQGWKHSXEOLFWKDWDSURGXFWLVµFRPLQJVRRQ¶,WUHPDLQVDSRSXODUIRUPRI
promotion today, one not limited to literature. It was also employed by other 
nineteenth-century publishers, albeit less consistently, for other works by Sylva.14  
Overall, these details contribute to the construction of an accurate 
ELEOLRJUDSK\RIKHUZRUNV6\OYD¶VSXEOLFDWLRQVFDQEHWUDFNHGQRWRnly in terms 
of when they were first published, but when publishers tried to increase public 
awareness of the work. The presence of such ephemera also hints at the decision-
making process behind advertising: we can see where publishers chose to present 
information in order to obtain the most significant numbers of purchasers. The 
cost and location of these adverts also reveal information about the intended 
readership, which would be educated and largely middle-class. Advertising prior 
to publication indicates that publishers were trying to excite readers about an 
upcoming volume. They saw Sylva as a financially viable writer, one whose 
                                                 
13µ$GYHUWLVHPHQW¶Saturday Review, 16 April 1892, p. 464.  
14$VLPLODUPHWKRGZDVXVHGE\'RZQH\	&RIRU6\OYD¶VFROOHFWLRQRIVKRUWVWRULHVShadows on 
/RYH¶V'LDO, trans. by Helen Wolff (London: Downey & Co., 1895). It was described in an advert 
from the Saturday Review RQ1RYHPEHUDVDYDLODEOHµ7KLV'D\¶DQGODWHULQWKH Bookman, 
LQ)HEUXDU\DVµ1RZ5HDG\¶ 
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work, with a reasonable amount of advertising, would appeal to British readers ± 
who were most likely aware of her celebrity ± and sell well. 
$VVHVVLQJ WKH LQWHUHVW RI 6\OYD¶V QLQHWHHQWK-century readers is an 
important step when explaining her literary presence. Limited interest in her work, 
both from publishers and readers alike, could explain her later marginalisation. 
Sustained interest, however, would hint at alternative explanations, not necessarily 
tied to her literary productions. Advertisements provide evidence that publishers, 
as well as the British reading public, were interested in her work. Republishing 
certain volumes demonstrates a market for her work, which remained years after 
its initial publication. The Bard of the Dimbovitza is a good example in this 
respect. Sylva only produced the German translation of these folksongs, but this 
collection is included in her bibliography because it was consistently associated 
with her by British publishers in their promotional material. The Bard of the 
Dimbovitza received the most promotional advertising of all works connected to 
Sylva. Where advertising for other works was limited to a few months, this 
collection was advertised across a number of years.  
Osgood, McIlvaine & Company advertised the collection from October 
1891 until around October 1897 and further promotion was undertaken a few 
years later, between October and December 1902, when Harper & Brothers 
became responsible for the collection. These adverts credit Sylva with producing 
the translation of the original Romanian folksongs and with writing the 
introduction. The adverts between 1891 and 1894 predominantly present the same 
information, incorporating a positive review from the Fortnightly Review, written 
in November 1891 by Frederic Harrison (1831-1923). Harrison was familiar with 
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the Oxford Liberal and Germanophile Mark Pattison and wrote regularly for the 
Fortnightly Review and the Athenaeum. Although his reputation was built on 
articles about French and British politics, writing on the cotton famine in the mid-
VDQGDJDLQVWZRPHQ¶V VXIIUDJH LQ WKH ODWHVKHDlso wrote a novel, a 
drama, critical accounts of writers including Lord Tennyson, and literary 
reviews.15 This reputation explains why his comments were still being used by 
Harper & Brothers in 1902.  
These adverts also emphasise the material condition of the volume. The 
hand-cut Imperial Japan paper (see Fig. 3 below) ± limited to the deluxe edition ± 
gives the impression of luxury. The promotion of both a standard edition, priced 
DWVGDQGDQµ(GLWLRQGH/X[H¶DWWKHVXEVWDQWLDOO\LQFUHDVHGSULFHRI42s, is a 
strategic structuring of the market to appeal to a range of incomes.16 6\OYD¶VZRUN
was not aimed at a niche market, but was available to a variety of readers. This 
UHDGHUVKLSEHFRPHVHYHQEURDGHUZLWKWKHNQRZOHGJHWKDW6\OYD¶VZRUNZDVDOVR
widely published in the periodical press ± an even cheaper way for readers to 
access her work. This becomes an important factor in her potential recuperation: 
WKH IDFW WKDW VKH ZDV UHDG E\ D GLYHUVH DXGLHQFH VXJJHVWV WKDW 6\OYD¶V ZRUN
possessed a general appeal. Reassessing the work of this forgotten, yet popular, 
writer enables modern critics to gain a deeper understanding of nineteenth-century 
reading habits. The material conditions of the editions might differ, but the 
content itself generated a broad interest, regardless of budget.  
                                                 
150DUWKD69RJHOHUµHarrison, Frederic (1831±1923),¶ Oxford Dictionary of National Biography, 
Oxford University Press, 2004, <http://www.oxforddnb.com/view/article/33732> (accessed 6 July 
2013). 
16Alexis Weedon, Victorian Publishing. The Economics of Book Production for a Mass Market, 
1836-1916 (Aldershot: Ashgate Publishing Limited, 2003), pp. 1-2. 
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Awareness of pricing highlights another similarity between the reception 
RI6\OYD¶VZRUNDQGWKDWRIRWKHU*HUPDQZRPHQZULWHUV)DQQ\/HZDOG¶VQRYHO
Die Kammerjungfer (The Lady's Maid), advertised in the Athenaeum in 1856, was 
priced at 10s 6d ± exactly the same price as a number of works by (or associated 
with) Sylva.17 These included The Bard of the Dimbovitza and her memoirs, From 
0HPRU\¶V 6KULQH (1911). Changing rates of inflation and the value of British 
currency in the 1850s compared to thHVPHDQV WKDW6\OYD¶V YROXmes most 
OLNHO\ UHWDLOHG DW D VOLJKWO\ ORZHU SULFH WKDQ /HZDOG¶V, but this parallel suggests 
that their works were being marketed at a specific class of reader, who would not 
have to wait for cheaper editions to be printed.   
From 1892, the marketing of the folksongs began to alter and a different 
type of edition was promoted. This can be seen most clearly when an 1891 advert 
is viewed alongside one from November 1892:  
 
Fig. 3. µ$GYHUWLVHPHQW¶Athenaeum, 28 November 1891, p. 708.  
 
Fig. 4. µ$GYHUWLVHPHQW¶Athenaeum, 12 November 1892, p. 652.  
                                                 
17µ$GYHUWLVHPHQW¶Athenaeum, 10 May 1856, p. 596.  
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These adverts were produced nearly a year apart but are almost identical in 
style and content. Both also indicate that there were fifty signed copies of the 
Edition de Luxe, although I have not been able to ascertain whether this edition 
was signed by Vacaresco, Sylva, or Strettell. Nevertheless, these adverts reveal an 
important detail about the manufacture of the collection: as of 12 November 1892, 
a new and cheaper 5s edition was marketed alongside the deluxe edition. This was 
the average ± and more affordable ± price of a book by the late nineteenth century. 
The 10s 6d edition is no longer mentioned. There may be a number of reasons for 
this, the first being that a cheaper price was introduced to sell more copies and 
appeal to a wider range of readers. Alternatively, a cheaper price could be 
indicative of its popularity ± if the 10s 6d edition had sold out and further editions 
were expected to do the same, publishing and selling at a cheaper price allowed 
more copies to be printed and more to be sold. In Fig. 4, tKHGDWHµ1RYHPEHU¶
which is small and italicised within parentheses, suggests that this is again 
SURPRWLRQDODGYHUWLVLQJXQGHUWDNHQEHIRUH WKHYROXPH¶VUHOHDVHGDWHDOEHLWRQO\
by three days in this instance.18   
Advertisements from April 1894 onwards, however, uncover the most 
significant information about the folktales. Osgood, McIlvaine & Company did 
not advertise just one volume, but three, each containing new material. This detail 
is first made clear in April 1894, when an advert in the Athenaeum describes a 
second serieVDVµ-XVW5HDG\¶DQGOLVWVLW directly above the reference for the first 
collection.19 Like the first volume, the second series was originally priced at 10s 
6d, making it the most expensive book advertised by Osgood, McIlvaine & 
                                                 
18µ$GYHUWLVHPHQW¶Athenaeum, 12 November 1892, p. 652.  
19µ$GYHUWLVHPHQW¶Athenaeum, 14 April 1894, p. 489.  
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&RPSDQ\DWWKLVWLPH8QGHUQHDWKWKHSXEOLVKHUVUHWDLQHG+DUULVRQ¶VUHYLHZ
and continue to advertise the first collection, now, as I noted, reduced to 5s. It was 
still possible to obtain the first series as an (GLWLRQ GH /X[H RI ZKLFK µIHZ
UHPDLQ¶ EXW WKH V G HGLWLRQ LV QRZ listed as out of print. This could be an 
LQWHQWLRQDO PDUNHWLQJ VWUDWHJ\ WR VXJJHVW WKH YROXPH¶V SRSXODULW\ %\ LPSO\LQJ
that only a few copies remain and that the original edition has sold out, they 
encourage the reading public to buy their copy quickly, before it is too late. This 
VWUDWHJ\DYDULDWLRQRQZKDW&ODUN5RJHUVKDVWHUPHGWKHµFRPLQJHYHQWFORVH¶± 
where the prospective customer is told that an item will soon be discontinued ± is 
still at work in modern marketing.20  
October 1896 heralds the arrival of another apparently new edition, now 
marketed at 5s from the outset.21 Closer consultation, however, reveals that this 
volume is not entirely new, but contains the songs from the second series 
alongside seven additional poems. The publishers describe the edition in very 
similar terms to the adverts that have already been discussed and emphasise its 
resemblance to previous volumes: iW LV µXQLIRUP ZLWK V (GLWLRQ RI WKH )LUVW
SHULHV D 6(&21' (',7,21 RI ZKLFK ZLOO EH UHDG\ LPPHGLDWHO\¶ QRW P\
emphasis).22 This book has been deliberately designed to resemble the previous 
editions, most likely in order to tempt those who already purchased the previous 
two volumes into adding another aesthetically identical third volume to their 
collection. The publishers have even anticipated the needs of readers who do not 
                                                 
20Stuart Clark Rogers, Marketing Strategies, Tactics, and Techniques: A Handbook for 
Practitioners (Westport, Connecticut: Quorum Books, 2001), p. 197. 
21µ$GYHUWLVHPHQW¶Athenaeum, 17 October 1896, p. 504.   
22µAdvertisement¶Athenaeum, 21 November 1896, p. 701. 
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have the first series, releasing a second edition at the same time ± there is no 
reason for the British public to have an incomplete set.  
That cannot be said of the advertising by Harper & Brothers who 
introduced a new format for The Bard of the Dimbovitza in 1902. Boston 
publisher James R. Osgood (1836-1892) had been forced into bankruptcy in 1885 
and had taken a job with Harper & Brothers, eventually moving to a London 
office. He was joined by Clarence W. McIlvaine (1865-1912) in 1891 and in 
GRLQJVR+DUSHU¶VKDGestablished an English publishing house under the name of 
2VJRRG0F,OYDLQHDQG&R2VJRRG¶VGHDWh in 1892, however, meant that by 1897 
the firm µFHDVHGSXEOLVKLQJIRU(QJOLVKDXWKRUV¶23 This would explain why Harper 
& Brothers began marketing the collection under their own name. Their decision 
to reprint the collection over a decade after it was first published again suggests it 
had lasting popularity: Harper & Brothers clearly believed that the collection 
would continue to be financially viable and the format and content of the adverts 
IRUWKLVµQHZ¶FROOHction supports this supposition. All the folksongs from the first 
DQG VHFRQG VHULHV DVZHOO DV QHZPDWHULDO µQHYHU EHIRUH SXEOLVKHG¶ KDYH EHHQ
combined into one volume, priced at 5s.24 Although using a new quote from a 
review in The Times, ZKLFK WHUPHG WKH FROOHFWLRQ µD FODVVLF ZLWK ZKLFK HYHU\
person of intelligence RXJKWWRSRVVHVVVRPHDFTXDLQWDQFH¶+DUULVRQ¶VFULWLFLVPLV
also utilised.25 Other adverts for this combined collection ± if they included a 
quote at all ± KDYH+DUULVRQ¶Vcomments from 1891.  
 
                                                 
23Eugene Exman, The House of Harper (1967; New York: Harper Perennial, 2010), p. 162. 
24µ$GYHUWLVHPHQW¶Athenaeum, 4 October 1902, p. 437. 
25Ibid. 
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Advertisements DOVRUHYHDOWKHEURDGVFRSHRI6\OYD¶VOLWHUDU\ production, 
which operated across a range of genres and included both fiction and non-fiction. 
These are primarily English-language volumes, although in May 1890 a German 
HGLWLRQRI6\OYD¶VSRHPVMeine Ruh ± which was set to music ± is advertised.26 
Similarly, in August 1899 there is an advert for Le Hètre Rouge, a French 
WUDQVODWLRQ RI 6\OYD¶V VKRUW ILFWLRQ. 27  The latter provides a price in francs, 
suggesting that it could only be purchased abroad. The price of the German 
edition, however, is in shillings and pence. Despite these discrepancies, foreign-
language adverts indicate that British publishers and readers were, at least on 
VRPHOHYHODZDUHRIWKHSRSXODULW\RI6\OYD¶VZRUNRQDQLQWHUQDWLRQDOVFDOH 
3XEOLF DZDUHQHVV RI 6\OYD¶V ZRUN DOVR GHYHORSHG as a result of 
advertisements that listed her as a contributor to collaborative collections. In 
December 1892, for example, there were a number of adverts for Capitals of the 
World, two illustrated volumes published by Sampson Low, Marston & Company 
and priced at three guineas. Sylva wrote the chapter on Bucharest. The 
contributors appear to have been well-known: the review quoted as part of the 
advert states that not all contributors need listing, but nevertheless goes on to 
mention the Liberal politician Sir Charles Dilke (1843-1911), Pierre Loti and 
6\OYD7KLVSURYLGHVDQµLQGLFDWLRQRI WKHTXDOLW\¶28 The fact that this collection 
KDV EHHQ DGYHUWLVHG E\ LQFOXGLQJ6\OYD¶V QDPH DOEHLW QRW ILUVW LQ WKH OLVW LV DQ
indication that she was well-known in British literary culture and society. It also 
                                                 
26µ$GYHUWLVHPHQW¶Musical Times and Singing Class Circular, May 1890, p. 314.  
27)UHQFKWUDQVODWLRQE\*HRUJH$0DQG\3DULV/LEUDLULH1LOVVRQ=LPPHUPDQ¶VOLVWRI6\OYD¶V
foreign-language works references this volume, but does not provide further information 
concerning genre or content. Consulting the text reveals that it contains two short stories, 
WUDQVODWHGIURP6\OYD¶VFROOHFWLRQHandzeichnungen (Sketches). Stories from this volume 
were later published in English under the title 6KDGRZVRQ/RYH¶V'LDO (1895, 1905). 
28µ$GYHUWLVHPHQW¶Saturday Review, 17 December 1892, p. 731. 
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implies that she was a reputable writer, to the extent that those reading the advert 
would possibly purchase the volume as a result of seeing her association with it.  
This argument is also applicable to :D\IDUHU¶V Love (1904), ZKHUH6\OYD¶V
name was once again used in the promotional advertising. This anthology featured 
WKHµSRHWVRIWKHGD\¶ and was edited by the Duchess of Sutherland (1867-1955), 
with all proceeds going to the Potteries and Newcastle Cripples Guild, a charitable 
FDXVHWKDWUHIOHFWV6\OYD¶VRZQPRWLYHVIRUOLWHUDU\SURGXFWLRQ29 This anthology is 
of particular importance as Sylva was invited to contribute to it: the Duchess 
µWXUQHG WR WKH 3RHWV EHJJLQJ WKHP WR FRQWULEXWH WR D YROXPH ZKLFK WKH *XLOG 
VKRXOGSULQW¶30 That Sylva was personally approached to contribute to :D\IDUHU¶V
Love alongside other prominent writers such as Thomas Hardy (1840-1928) and 
Hélène Vacaresco, suggests that she was considered an equally significant living 
writer, even if only by those producing the collection. Furthermore, despite upper-
class contributors including the Earl of Crewe (1858-1945) ± a Liberal politician 
and the son of the poet and politician Richard Monckton-Milnes (1809-1885) ± 
and Lady Margaret Sackville (1881-1963), who was known for her poetry and 
FKLOGUHQ¶VILFWLRQ, Sylva is the only royal figure to be published in the collection. 
6\OYD¶VFRQWULEXWLRQDQDSKRULVPZULWWHQDQGSXEOLVKHGLQ)UHQFKLVRQWKHILUVW
SDJHGLUHFWO\DIWHUWKH'XFKHVV¶VLQWURGXFWion. Whilst there is no indication as to 
whether contributions were new, that is, produced specifically for the collection, 
with regard to 6\OYD¶VFRQWULEXWLRQDWOHDVWDQ(QJOLVK-language translation does 
not appear in her 1890 volume of aphorisms, Thoughts of a Queen. This suggests 
that it was developed solely for this project. With this in mind, this collection is 
                                                 
29µ$GYHUWLVHPHQW¶Athenaeum, 15 October 1904, p. 502.  
307KH'XFKHVVRI6XWKHUODQGµ,QWURGXFWLRQ¶LQ:D\IDUHU¶V/RYH, ed. by The Duchess of 
Sutherland (Westminster: Archibald Constable & Co., Ltd, 1904), p. 10. 
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further indication of British recognition of her literary skills as well as her 
popularity, both of which were used to stimulate public interest in the collection 
and benefit charitable profits.  
 
8OWLPDWHO\ WKHVH DGYHUWV LQGLFDWH WKDW 6\OYD¶V ZRUNV were generally 
promoted a number of months before initial publication, with The Bard of the 
Dimbovitza ± due to the fact it is in three different volumes ± being the notable 
exception. There is a straightforward explanation for periods without any 
advertising: as an accurate list of her published works develops, it becomes 
apparent that there were simply no British, English-language works being 
published by Sylva during certain years.31 It is important, however, to emphasise 
the lack of British publications and advertising, since there is evidence to suggest 
that English-language works by Sylva were translated and published in the United 
States of America. For example, although nothing by Sylva was advertised in 
Britain during 1888, her collection of poems, Songs of Toil, was published in New 
York by F.A. Stokes & Brother. It was never published in Britain ± which could 
explain the lack of advertising ± although this is partially contradicted by the 
VPDOO DPRXQWV RI DGYHUWLVLQJ IRU 6\OYD¶VLe Hètre Rouge, which as previously 
mentioned, was advertised but not published in Britain. Given that Songs of Toil 
was published before the 1890 Chace Act, which secured copyright agreements 
between Britain and the USA, it is likely that it is a pirated copy and would not 
have been for sale in Britain. 
                                                 
31See Appendix Five for a bibliogrDSK\RI6\OYD¶VSXEOLVKHGZRUNV 
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Whilst it is possible to explain the gaps in advertising as a result of a lack 
of new work, it is harder to explain why certain works do not appear to have been 
advertised at all, despite being referenced or reviewed in British periodicals. 
,QWHUHVWLQJO\6\OYD¶VFROOHFWLRQRIDSKRULVPVThoughts of A Queen (1890) do not 
appear to have been advertised, although it was briefly referenced around the time 
of its publication. Indeed, F.V. White & Co. list the volume as one of Carmen 
6\OYD¶VµRWKHU¶ZRUNVZKHQDGYHUWLVLQJWKHLURZQSXEOLFDWLRQRIEdleen Vaughan. 
John GrossUHFRXQWLQJWKHKLVWRU\RIWKHDSKRULVPQRWHVWKDWµthe first to go by 
that name, at least ± were a collection of brief medical teachings and sayings by 
Hippocrates. [...] Soon, however, it came to denote the formulation of a moral or 
philosophical principle as well, and gradually this took over as its accepted 
HYHU\GD\ PHDQLQJ¶32 The genre began to flourish in England in the sixteenth 
century, but then faded from critical interest until, as William Ringler has argued, 
µWKH IORZHULQJ RI 5RPDQWLFLVP HDUO\ LQ WKH QLQHWHHQWK FHQWXU\,¶ SURPSWHG QHZ
interest, as a result of the influence of Samuel Taylor Coleridge, among others.33 
Aphorisms became increasingly popular, with international appeal. Alongside 
many anonymous offerings, well-known writers including Goethe, Oscar Wilde, 
Mark Twain (1835-1910) and Lev Tolstoy turned to the genre for a witty turn of 
SKUDVH<HW6\OYD¶VFROOHFWLRQGRHVQRWDSSHDUWRKDYHEHHQSURPRWHGSULRU to or 
during its publication, despite the fact that it had been awarded the Prix Botta in 
1888.  
                                                 
32-RKQ*URVVµ,QWURGXFWLRQ,¶LQThe Oxford Book of Aphorisms, ed. by John Gross (Oxford: 
Oxford University Press, 1983), vii. 
33:LOOLDP5LQJOHUµ3RHWD1DVFLWXU1RQ)LW6RPH1RWHVRQWKH+LVWRU\RIDQ$SKRULVP¶Journal 
of the History of Ideas, 2 (October 1941), 503. 
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$QXPEHURI6\OYD¶V LQGLYLGXDOVKRUWVWRries and poems, which appeared 
in various British magazines, were also not advertised. This is less surprising: 
magazines with a regular readership, such as Belgravia or the English Illustrated 
Magazine, may not have deemed it necessary to advertise the contents of their 
editions. Certain publications, however, such as the 4XHHQWKH/DG\¶V1HZVSDSHU
and Court Chronicle, or London Society, did advertise their forthcoming editions 
in other periodicals. It is particularly interesting that London Society is included 
here, as it can be used to highlight an apparent inconsistency: the magazine that 
placed an advert in Belgravia LQ$XJXVWDGYHUWLVLQJDPRQJRWKHUV6\OYD¶V
VKRUWVWRU\µ$)XQHUDOLQWKH&DUSDWKLDQV¶QHJOHFWHGWRDGYHUWLVHDQRWKHUHGLWLRQ
in ZKLFKIHDWXUHGµ3XLX¶ ± another of her stories.  
 Considering the large number of adverts available for consultation makes 
it possible to ascertain WKH H[WHQW RI 6\OYD¶V RHXYUH DQG WR GHYHORS D PRUH
accurate picture of her English-language publications in Britain. The physical 
appearance of the adverts and the information contained within them also reveal 
the popularity of particular works and provide vital insight into the development 
RI6\OYD¶VOLWHUDU\UHSXWDWLRQLQ%ULWDLQGXULQJWKHfin de siècle.  
 
 
3.2. References. 
The importance of references stems from their potential to expand our 
NQRZOHGJHRI6\OYD¶VZRUN LQ LWVYDULRXVIRUPV&RQWHQWVSDJHUHIHUHQFHVPDNH
up a significant part of this category, but their contribution is limited. They only 
reveal basic information: that Sylva was referenced, her work was reviewed, or 
she contributed to a particular publication.  
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Some references may be speculative in nature, merely referencing 
potential titles or unnamed volumes that are in the process of composition.34 
Articles that are more definitive, however, often provide valuable information 
DERXWDWH[W¶VOLQHDJHDQGWKHWH[WXDOYDULDQWVWKDWVWHPPHGIURPWKHRULJLQDO7KLV
is particularly useful if a later edition has been translated differently. A prime 
example is the collection of allegorical short stories, 6XIIHULQJ¶V -RXUQH\RQ WKH
Earth, published by Jarrold & Sons in 1905. Given that Sylva was still publishing 
fresh material in this period, it might be assumed that this was a new work. This is 
calleGLQWRTXHVWLRQKRZHYHUZKHQDVKRUWSLHFHRIµOLWHUDU\JRVVLS¶ZULWWHQE\DQ
anonymous correspondent is considered: 
0D\,VD\WKDWWKHWUDQVODWLRQRI&DUPHQ6\OYD¶Vµ/HLGHQ¶V
8QWHUJDQJ¶ [sic] noticed by you last week [6XIIHULQJ¶V
Journey on the Earth], is not the first, and that the book is, 
in fact, by no means new in its original form? Over twenty 
years ago Mr. Fisher Unwin published a rendering from 
the accomplished pen of Miss Helen Zimmern, entitled 
µ3LOJULP¶V6RUURZ35 
 
This piece asserts that SuffHULQJ¶V-RXUQH\RQWKH(DUWK is not a new work, but a 
new edition, which has been retranslated and republished twenty-one years later.  
This is confirmed when the two editions are compared in more detail: there are 
material variants between them, to do with how the stories have been arranged on 
the page. This includes font size, illustrations and translation-based decisions ± 
KRZ LQ WKLV LQVWDQFH +HOHQ =LPPHUQ¶V UHQGHring of the text is different from 
0DUJDUHW$1DVK¶VYHUVLRQ7H[WXDOO\KRZHYHU WKHFRntent of both volumes is 
the same. Recognition of this affects critical comprehension of the nineteenth-
FHQWXU\HQJDJHPHQWZLWK6\OYD¶VZRUNV2YHU WZHQW\\HDUVDIWHU LWZDV LQLWLDOO\
                                                 
34$QRQ\PRXVµ/LWHUDU\*RVVLS¶Athenaeum, 1 November 1884, p. 563. 
35$QRQ\PRXVµ/LWHUDU\*RVVLS¶Athenaeum, 10 March 1906, p. 300. 
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presented to the British reading public, publishers evidently considered the work 
financially viable enough to republish it. The different title may be a publishing 
sleight of hand ± in order to market the text as a new volume ± or a genuine 
unfamiliarity with the original version.  
Nevertheless, evidence of republishing lends weight to the argument that 
Sylva should be recuperated as a popular writer. Although 6XIIHULQJ¶V-RXUQH\RQ
the Earth was not initially recognised by British reviewers as a retranslated 
edition of Leidens Erdengang, or its earlier English edition, Pilgrim Sorrow, these 
references create a more accurate representation RI6\OYD¶VSXEOLVKLQg history for 
modern criticism. This misunderstanding may have negatively affected her 
literary reputation, as the popularity of certain works appears to have been 
overlooked during her lifetime and then repeated in later scholarship. Quincey 
Morgan, for example, does not recognise that the two English-language versions 
are variants of the same source and references them separately.36  
Other nineteenth-century references to primary texts function as 
recommendations for readers. SRPHPD\ UHLQIRUFH WKH ELDV VXUURXQGLQJ µJUHDW¶
OLWHUDWXUH UHIHUHQFLQJ6\OYD LQ WKHFRQWH[WRI µPLQRUSRHWU\¶ but many indicate 
the international popularity of some of her works.37 One such article references an 
Italian version of The Bard of the Dimbovitza.38 That the British periodical press 
considered this detail to be print-worthy speaks volumes about interest in Sylva as 
well as interest surrounding this particular work.  
                                                 
36Bayard Quincey Morgan, A Critical Bibliography of German Literature in English Translation 
1481-1927, p. 84. 
37$QRQ\PRXVµ7KH6DOHRI0LQRU3RHWU\¶Academy, 29 January 1898, p. 131. 
38$QRQ\PRXVµ1HZ1RWHV¶Bookman, December 1891, p. 94. 
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This interest in translation and SylvD¶V RZQ LQSXW LQWR WKLV SURFHVV is 
cemented through further references to collections such as Thoughts of a Queen. 
The DXWKRURIµ)DFWVDQG&RPPHQWV,¶ for example, notes that Sylva proof-read H. 
6XWKHUODQG(GZDUGV¶VWUDQVODWLRQDQGPDGHµVHYHUDO YDOXDEOHVXJJHVWLRQV¶39 This 
may not have been the case for every English-ODQJXDJH WUDQVODWLRQ RI 6\OYD¶V
work, but this reference nevertheless offers insight into the collaborative nature of 
translation, where the author might be invited to scrutinise the translation before 
publication. Sylva was not necessarily the passive author her reviewers considered 
her to be. She may have been criticised for insufficient editing of her work ± as 
the following section will explore ± but this example suggests that this did not 
necessarily extend to her entire oeuvre. Given her comprehensive knowledge of 
English, it does not seem surprising that, given the opportunity, she would make 
some suggestions. These references therefore allow us to critique the 
contemporary reviews of SylYD¶V ZRUN PRUH DFFXUDWHO\ DV they provide 
information that might challenge the negative criticism she received.  
 
3.3. Reviews. 
Reviews are a vital part of establishing Carmen 6\OYD¶s literary presence 
in Britain. They contribute to the development of an accurate bibliographical list, 
indicate which works were discussed most frequently and, most importantly, 
provide insight into how these works were received. Although R.C. Terry notes 
WKDWUHYLHZHUVMXGJHGZRUNEDVHGRQDµKDSKD]DUGVHWRIVWDQGards,¶ZKLFKUDQJHG
from the motives of the journal to those of the reviewer themselves, the discovery 
                                                 
39$QRQ\PRXVµ)DFWVDQG&RPPHQWV¶Musical World, 27 September 1890, p. 765. 
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of consistently scathing reviews ZRXOGH[SODLQ6\OYD¶V current marginalisation.40 
If her work was deemed uninteresting or lacking value on any level, then it is 
unsurprising that it has not survived. Similarly, overwhelmingly positive reviews, 
PLUURULQJ WKRVH RI 6\OYD¶V ELRJUDSKHUV ZRXOG EH HTXDOO\ GHWULPHQWDO WR KHU
literary reputation as they do not provide sufficient critique: indiscriminate praise 
out RIGHIHUHQFHWRKHUUR\DOVWDWXVSUHYHQWV6\OYD¶VZRUNIURPEHLQJUHYLHZHGRQ
its own merits. As with the advertisements, reviews are not constant, occurring in 
peaks and troughs. Again, they correspond with her publishing history: the first 
reviews begin in 1882, peak between 1890 and 1899 and end around 1913, three 
\HDUV EHIRUH 6\OYD¶V GHDWK &ULWLFV GR QRW UHWXUQ WR HDUOLHU YROXPHV LQ RUGHU WR
compare styles, stories or genres. Instead, they generally focus on her most 
recently published work, reflecting the topical nature of reviewing.  
These reviews are not limiteG WR6\OYD¶VRZQZRUNVKRZHYHU a number 
also discuss secondary literature associated with her. These are largely personal in 
nature, focusing on the biographies and essays written by people who are 
acquainted with her, such as Baroness Deichmann, Blanche Roosevelt and Pierre 
Loti. Unsurprisingly, given the subjective nature of reviewing and the manner in 
which 6\OYD¶VRZQZRUNVZHUH UHFHLYHG, to be discussed at a later stage in this 
chapter, these biographical pieces obtained mixed reviews. Reviewers¶ comments 
generally critique the style, rather than the content. For example, 'HLFKPDQQ¶V
biography was well-received, with a number of critics praising the accuracy of her 
translation (as I noted, she translated the original German volume by Baroness 
6WDFNHOEHUJDVZHOODVKHUµGLVFULPLQDWLQJWRQH¶41 
                                                 
40R.C. Terry, p. 50. 
41$QRQ\PRXVµ1HZ%RRNVDQG5HSULQWV¶Saturday Review, 5 April 1890, p. 423. 
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Conversely, Blanche Roosevelt is condemned for her apparent inability to 
FDSWXUH6\OYD¶V OLIH DQG IRU HUURUV LQ KHU WUDQVODWLRQ7KHPDMRULW\ RI UHYLewers 
deem Roosevelt too extravagant in her praise of Sylva, with one particularly irate 
UHYLHZHUJRLQJDVIDUDVWRWHUPWKHZRUNµKLJKIORZQWZDGGOH¶42 The significance 
of these reviews lies in their potentiDO LPSDFW RQ 6\OYD¶V UHSXWDWLRQ ,f British 
reviewers felt that biographers praised Sylva indiscriminately, then, by 
implication, she did not deserve this positive reception. Such a judgement has the 
SRWHQWLDOWRGLVVXDGHUHDGHUVIURPSXUFKDVLQJ6\OYD¶VRWKHUZRUNV7KHDUJXPHQW
has added weight with regard to 5RRVHYHOW¶VELRJUDSK\DV LWFRQWDLQV WZRVKRUW
stories by Sylva: if the biography was seen as poorly written, then readers were 
less likely to read or purchase it. They are thus deterred not only froP6\OYD¶V life, 
but also from her writing. Although these reviews, as with all reviews relating to 
Sylva, express both positive and negative sentiments, the impact of overtly 
negative reviews on a potential readership should not be underestimated. A 
tarnished literary reputation does not bode well for lasting authorial recognition.  
8QOLNHWKHDGYHUWLVLQJIRU6\OYD¶VZRUNVZKLFKIRFXVHGDOPRVWHQWLUHO\RQ
English-language editions, nineteenth-century reviewers did not limit themselves 
WR WUDQVODWLRQV ,Q WKH ILUVW GHFDGH RI 6\OYD¶V OLWHUDU\ FDUHHU 0-1889), the 
majority of the reviews written for the British periodical press focused on her 
foreign-language works, written in German and French respectively. This 
circumstance FDQEHSDUWLDOO\H[SODLQHGE\6\OYD¶VSXEOLVKLQJKLVWRU\DQGWKHIDFW
that no English-language works appeared until 1884. Foreign-language reviews 
                                                 
42$QRQ\PRXVµ1HZ%RRNVDQG5HSULQWV¶Saturday Review, 16 May 1891, p. 605. 
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are not limited to these early decades, but become increasingly infrequent as a 
larger number of English-language volumes appear.  
,WLVSRVVLEOHWKDWWKHGHVLUHWRUHYLHZZRUNVLQ6\OYD¶s native language, as 
well as in French, was tied to the international interests of the periodicals in 
question. 43  The majority of foreign-language reviews were written for the 
Saturday Review, a weekly publication with a large circulation, a middle-to-
upper-FODVVUHDGHUVKLSDQGDQDXWKRULWDWLYHDWWLPHVµVKDUSO\FULWLFDO¶VW\OH44 Most 
significantly for Sylva, its early contributors were closely associated with German 
culture and learning, including George Henry Lewes, Mark Pattison and Max 
Müller, the last of whom, as I noted, was personally acquainted with Sylva. 
Remaining reviews of this nature were predominantly published in the 
Athenaeum, one of the foremost weeklies of the nineteenth century, with a focus 
on foreign literature that was rivalled only by the Westminster Review or the 
Foreign Quarterly Review. Another periodical, although reviewing her work far 
less frequently, is the Academy, founded in 1869 by Charles Appleton (1841-
1879), who was a close friend of Mark Pattison and another admirer of German 
scholarship. Although Kent notes that $SSOHWRQ¶VGHDWKcaused DµGHFOLQH LQ WKH
MRXUQDO¶V LQWHOOHFWXDO FRVPRSROLWDQLVP¶ WKH periodical retained its influential 
status.45  These publications had the highest number of reviews and produced 
pieces on Sylva throughout her literary career.  
It was common for British reviewers to take an interest in international 
writing and works published in foreign languages. It was also common for this 
                                                 
43Biographers agree that Sylva spoke fluent French. She also published in French periodicals, 
including La Revue et Revue des Revues, to be discussed at a later stage.  
44.HUU\3RZHOOµThe Saturday Review (of Politics, Literature, Science and Art),¶LQBritish 
Literary Magazines. The Victorian and Edwardian Age, 1837-1913, p. 380. 
45Kent, p. 4. 
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interest to extend to women writers, including the French author George Sand 
(1804-1876) and, as I have mentioned, German women writers such as Fanny 
Lewald and Bertha von Suttner. This suggests ± albeit on a relatively small scale ± 
WKDW 6\OYD¶V FXUUHQWmarginalisation is not a result of her nationality. In fact, it 
demonstrates the versatility of the British reviewer and the international interests 
of the British reading public. These foreign-language reviews reaffirm that British 
literary critics were already aware of Sylva and were taking an interest in her 
work before the first English-language edition was published.  
Consideration of the foreign-language works themselves is also worthy of 
note, since the majority are volumes which, although reviewed by British critics, 
do not appear to have been published in English for the British literary market. Of 
the twelve German and French-language works reviewed in British periodicals 
between 1882 and 1913, it seems that only two were later translated into English: 
Lieder aus dem Dimbovitzathal (1889) became The Bard of the Dimbovitza and 
the first ten stories from Pelesch-Märchen (1883) were part of Legends from River 
and Mountain (1896).  
There are also certain ± albeit limited ± instances where foreign-language 
works by Sylva were published in Britain but not translated. The titles, such as the 
collection of poetry, Meine Ruh (My Repose), are translated and British-based 
publishing information is cited, but the reviewer then discusses the German-
language content. This suggests that an English-language edition was never 
produced. In the case of Meine Ruh, the reviewer, although negative overall, 
VLQJOHV RXW WZR SRHPV HQWLWOHG µ'LH 6WHUQ-VFKXSSH¶ [sic] DQG µ:HQQ )UDXHQ
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VFKHU]HQ¶ DV H[FHOOHQW µERWK LQ IRUP DQG IHHOLQJ¶ 46  Uncovering such reviews 
implies that a proportion of the British publiF FRXOG DFFHVV 6\OYD¶V ZRUN in 
translation as well as in its original German. Even if German volumes were 
limited to specialised reading circles around Britain ± which was typical of 
interest in the German language in the nineteenth century ± it nevertheless 
H[SDQGV RXU NQRZOHGJH RI 6\OYD¶V UHDGLQg public, reaffirming that she was a 
writer whose work was seen to be marketable in both its original and translated 
forms.  
 In order to assess both the criticisms and the praise, it is helpful to 
categorise reviews into those that were predominantly positive, predominantly 
negative and finally those that were a balance of positive and negative comments. 
As shown in Appendix Two, the majority of reviews were either positive or 
mixed. There are some reccurring comments, which are not confined to specific 
decades, but are repeated across her literary career with regard to her entire body 
of work. Such reviews focus on content, style, language and her literary output.  
 
Critics IUHTXHQWO\ FRPPHQWHG RQ 6\OYD¶VZULting style, noting that there 
ZDVQRWHQRXJKFULWLFDOH[DPLQDWLRQDQGµDUWLVWLFUHVWUDLQW¶47 By implication, then, 
µJUHDW OLWHUDWXUH¶ LV YDOXHG IRU LWV FDUHIXO FRQVWUXFWLRQ2QH  UHYLHZHU HYHQ
ZHQWDV IDUDV WRFRPSDUH6\OYD¶VZULWLQJ VW\OH WR WKat of an uncontrolled child, 
suggesting WKDW KHU VWRULHV µUHWDLQ VRPXFK RI WKLV FKLOGOLNH URPDQFH DQG WHQGHU
feeling that they please the simple-minded more than does many a better-made 
                                                 
46Anonymousµ*HUPDQ/LWHUDWXUH¶Saturday Review, 19 January 1884, p. 94. I believe that the 
WLWOHRI6\OYD¶VSRHPKDVEHHQVSHOWLQFRUUHFWO\KHUHWKHWLWOHVKRXOGEHµ'LH6WHUQ-SchnXSSH¶7KH
H[WUDOHWWHUUHVXOWVLQWKHWLWOHEHLQJWUDQVODWHGDVµ7KH6KRRWLQJ6WDU¶7KHRWKHUSRHPLVHQWLWOHG
µ:KHQ:RPHQ-HVW¶ 
47$QRQ\PRXVµ%RRN5HYLHZ¶Athenaeum, 3 March 1906, p. 263. 
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DUWLFOH¶ 48  The seeming superiority of the reviewer is shown through his/her 
disdainful view of the work and its readers. %RWKDUHHTXDOO\µVLPSOH¶LQWKHPLQG
of this reviewer, in the sense of being unsophisticated and unaware of what 
constitutes µJUHDW¶ZULWLQJ7KHFULWLF¶VDWWLWXGHLVGHWULPHQWDOWR6\OYD¶V potential 
readership, as readers might avoid her work in order to preserve their reputations 
DVSHRSOHZKRUHDGWKHµULJKW¶NLQGRIOLWHUDWXUH$V,QRWHGLQWKHLQWURGXFWLRQWR
this thesis, this connects to DWWLWXGHV WRZDUGV µSRSXODU¶ ZULWLQJ ZKHUHE\
commercially successful works were criticised for being insufficiently cultured, or 
µKLJK-EURZ¶ ,W LV OLNHO\ WKDW WKLV LV DOVR D YHLOHG FRPPHQW RQZRPHQ¶VZULWLQJ
more generally, which was often seen as less valuable than that of their male 
counterparts.  
This argument is supported by a paper given by Professor Maurice A. 
Gerothwohl (1877-1941) to the Royal Society of Literature (RSL) on 25 March 
 µ7KH 3RHWU\ RI &DUPHQ 6\OYD¶ ZDV SUHVHQWHG RQ WKH GD\ WKDW 6\OYD ZDV
admitted as an Honorary Fellow. Although it was initially read to the small 
audience at the RSL, it was later published in the Fortnightly Review ± further 
indication of sustained interest in Sylva. As part of his review, which focuses 
SULPDULO\RQ6\OYD¶s poetry, Gerothwohl discusses her writing style: 
Whenever she is writing prose she is inclined, like many, I 
could say most women writers, and the greatest ± George 
Sand to wit ± she is inclined to allow too free a flow to her 
emotions and ideas. She does not always knit with 
sufficient care and looseness the texture of her sentence, 
the contours of her periods. She sometimes writes, I will 
not say loosely, but too smoothly, in too uniform a stream, 
one that neither dyke nor lock repairs.49  
 
                                                 
48$QRQ\PRXVµ6XIIHULQJ¶V-RXUQH\¶Academy, 27 January 1906, p. 88. 
490DXULFH$*HURWKZRKOµ7KH3RHWU\RI&DUPHQ6\OYD,¶LQTransactions of the Royal 
Society of Literature (London: Asher and Co., 1915), pp. 4-5. 
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7KHUH LV D FOHDU OLQNKHUHEHWZHHQZRPHQ¶VZULWLQJRYHU-sentimentality and an 
inferior writing style, a criticism which was levelled at earlier women writers, 
including Felicia Hemans. Women writers are viewed both stereotypically and 
collectively: they allow their emotions to dominate their work, apparently at the 
expense of precision. 
This notion of Sylva being marginalised due to stereotypes surrounding 
ZRPHQ¶VZULWLQJ DOVR DSSOLHV WR FULWLFLVP FRQFHUQLQJ WKH quantity of her work, 
rather than the quality (although this criticism was also applied to prolific male 
writers). An 1884 review from the Saturday ReviewLQLWLDOO\UHIHUHQFLQJ6\OYD¶V
poetry collection Meine Ruh (My Repose), becomes a general critique of her 
writingFRPPHQWLQJ WKDW µKHUPLVIRUWXQH LVD IDWDO IOXHQF\HYLQFHG LQ WKHPHUH
undertaking to write a poem for every day in the year. Could these have been 
condensed into a poem for every day in the month, the poetical result would not 
KDYHEHHQ LQFRQVLGHUDEOH¶50 By implication, the speed of her literary production 
LV GHWULPHQWDO WR KHUZRUN¶V quality and this apparent lack of attention to detail 
DQG µKHDOWK\ REMHFWLYLW\¶ is then connected with her potential for long-term 
success.51 2QHFULWLFPDNHVWKLVH[SOLFLWKHUZRUNVµIROORZHDFKRWKHUWRRUDSLGO\
IRUDQHQGXULQJUHSXWDWLRQ¶52 These comments, as with so many negative reviews 
RI6\OYD¶VZRUNLQLWLDOO\Iocus on a specific collection ± in this case her German 
volume of short stories, Handzeichnungen (Sketches) ± but quickly expand into a 
general critique. The reviewer makes a clear correlation between the quantity of 
work, the speed of production DQG WKHZULWHU¶V UHSXWDWLRQ ,Q 6\OYD¶V FDVH VKH
ZULWHVWRRPXFKWRRTXLFNO\WRHYHUEHFRQVLGHUHGµJUHDW¶ 
                                                 
50$QRQ\PRXVµ*HUPDQ/LWHUDWXUH¶Saturday Review, 19 January 1884, p. 94.  
51Ibid. 
52$QRQ\PRXVµ*HUPDQ/LWHUDWXUH¶Saturday Review, 16 February 1884, p. 230. 
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7KLV LV D SUHYDLOLQJ FULWLFLVP RI 6\OYD¶V Zriting. Even Burgoyne, in her 
otherwise glowing biography, notes WKDW µLI VKH KDG EHHQ IRUFHG E\ H[LJHDQW
HGLWRUVDQGSXEOLVKHUV WRSUXQHDQGUHYLVHVKHZRXOGKDYHGRQHEHWWHUZRUN¶53 
0RUHUHFHQWO\%ULJLWWH+DPDQQDUJXHVWKDW6\OYD¶VµRXWSRXULQJV>@DUHOLWHUDWXUH
only in the most qualified sense¶ 54  The suggestion that 6\OYD¶V ZRUNV DUH
µRXWSRXULQJV¶ ±  produced hurriedly and without restraint ± closely resembles the 
comments made by 6\OYD¶V fin de siècle reviewers, who equated her rapid rates of 
production with ill-conceived and poorly written work. This criticism is taken to 
WKHH[WUHPHE\+DPDQQZKRFRQFOXGHVWKDW6\OYD¶VZULWLQJFDQQRWEHUHFRJQLVHG
as literature, a sentiment that this thesis strongly contests. Nevertheless, this 
similarity between nineteenth-century and modern reviewing adds another 
explanatoU\ OD\HU WR 6\OYD¶V REVFXULW\ D QHJDWLYH DWWLWXGH WR KHU SURGXFWLRQ
methods has excluded her from modern critical consciousness on the grounds that 
SUROLILFSXEOLVKLQJFRXOGQRWSURGXFHµJUHDW¶ OLWHUDWXUH1HJDWLYLW\VXUURXQGLQJ a 
large body of work is not an unusual criticism of women writers and there are 
some similarities that can be drawn here between the marginalisation of Carmen 
Sylva, and Felicia Hemans ± a topic which will be explored in Chapters Four and 
Five. German women writers like Fanny Lewald were also criticised for 
µSUROL[LW\¶55  
Nevertheless, this critical stance is not shared by all reviewers. Indeed, the 
anonymous reviewer of Thoughts of a Queen, whilst criticising the Thoughts for 
not being suitably profound, also attacks the editorship of H. Sutherland Edwards 
for printing in a large typeface and having µSDGGHGRXW¶WKHFROOHFWLRQwith a long 
                                                 
53Burgoyne, pp. 117-8. 
54Hamann, p. 290. 
55$QRQ\PRXVµ)RUHLJQ/LWHUDWXUH7KH&ULWLF$EURDG¶Critic, 1 March 1852, p. 241. 
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preface and number of blank pages.56 ,QFRQFOXGLQJ WKDW µWKHUH LVQRW HQRXJKRI
these Thoughts [sic]DQGWKH\DUHQRWJRRGHQRXJK¶ WKHUHYLHZHUGeviates from 
the other criticisms of quantity but provides a succinct summary of the points of 
FRQWHQWLRQIRU6\OYD¶VUHYLHZHUVTXDQWLW\DQGTXDOLW\.57  
Margaret L. Woods, who wrote one of the final reviews of Sylva in 1913, 
tried to counteract such criticisms. Printed for the Fortnightly Review but 
originally part of an address given to the Women Writers¶ Dinner in June 1913, 
WoodV¶V UHYLHZ RIThe Bard of the Dimbovitza was part of a larger article on 
women poets. Christina Rossetti and Elizabeth Barrett Browning are briefly 
discussed without wider reference to their works, but The Bard of the Dimbovitza 
LV VLQJOHG RXW DV D µYHU\ RULJLQDO DQG EHDXWLIXO¶ ZRUN WKDW GLG QRW UHFHLYH WKH
proper accolades from the British public when it was first published, despite being 
µPXFK UHDGDQGDGPLUHGE\ OLWHUDU\SHRSOH¶58 This in itself has implications for 
6\OYD¶VUHFXSHUDWLRQDV:RRGs implies that work associated with Sylva ± even a 
volume as popular as The Bard of the Dimbovitza ± was not widely celebrated, 
although certain circles considered it to be of literary value. As a result, it seems 
unsurprising that works by Sylva which were advertised, promoted and discussed 
less frequently, met a similar fate. Woods DOVRUHFLWHG WKHSRHPµ$W$*UDYH¶ ± 
which was published as part of the first series ± for her audience. As with the 
poem Sylva recited at the Eisteddfod, RU WKH VKRUW VWRULHV LQ 5RRVHYHOW¶V
biography, Woods is providing direct examples of the work as she extols its 
virtues. This positive review is connected with Woods¶V wider argument that 
                                                 
56$QRQ\PRXVµ0DUFHOOXOD$XUHOLXQFXOD¶Scots Observer, 18 October 1890, p. 568.  
57Ibid., p. 569. 
58Margaret L. Woodsµ3RHWU\DQG:RPHQ3RHWVDV$UWLVWV¶ Fortnightly Review, August 1913, p. 
233. 
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ZRPHQSRHWVµDUHSOD\LQJDQGZLOOSOD\WKHLUSDUWLQWKHUHYLYDORISRHWU\,¶DQG
WKDWFRQWUDU\ WRSRSXODUEHOLHI WKHLUZULWLQJ LVQRW µGHILFLHQW LQ OLWHUDU\IRUP¶59 
Although not attributed specifically to Sylva, her continued association with The 
Bard of the Dimbovitza, coupled with the favourable review it received from 
Woods, clearly indicates the impact of the volume. It also reiterates that one of the 
UHDVRQV IRU 6\OYD¶V marginalisation was tied to the dismissive view taken of 
ZRPHQ¶VZULWLQJ 
 
Issues of style were not always a reflection on Sylva herself: linguistic 
errors were often attributed to poor translation. Attacks on the apparently clumsy 
lexical choices can be found with regard to her short stories, such as SuIIHULQJ¶V
Journey on the Earth ZKHUH µWKH ZURQJ ZRUG LV WRR IUHTXHQW DQG RIWHQ
YH[DWLRXVO\ GDPDJLQJ¶60 This criticism was also applied to translations of her 
poetry. One particularly unfavourable reviewer concludes that Sylva was never a 
µUHPDUNDEOH O\ULFLVW¶and the translation of her work has worsened the situation, 
FUHDWLQJ SRHPV WKDW FRQVLVW RI µYDJXH LQVLSLG PHORGLHV >DQG@ ODFNDGDLVLFDO
EDQDOLWLHV¶61 These comments, although not levelled at Sylva herself, would likely 
have made the volumes less attractive to the reading public: few readers would 
want to pay for a volume that was uninspiring in its conception and that had been 
rendered infinitely worse by the process of translation. This kind of criticism will 
have undoubtedly damaged both the sales of 6\OYD¶VZRUNDQGLWVSRWHQWLDOWREH
recognised as of significance in later literary culture.  
                                                 
59Ibid., p. 231. 
60$QRQ\PRXVµ6XIIHULQJ¶V-RXUQH\¶Academy, 27 January 1906, p. 88. 
61$QRQ\PRXVµ1RWLFHVRI1HZ%RRNV¶Athenaeum, 4 May 1912, p. 498. 
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)RUPDQ\FULWLFVWKHWRQHRI6\OYD¶VZRUNZDVDQRWKHUSUHVVLQJSUREOHP
They saw her work as too gloomy or overly melodramatic. This assessment was 
levelled at other German women writers, who, grouped collectively ± and non-
specifically ± in a review for Blackwood¶s Edinburgh Magazine, were described 
DVµZHDULVRPHDQGXQSOHDVDQW¶62 It was also attributed to German literature more 
generally ZKLFK LV µQRW RQO\ SHUYHUVH EXW SDUWLFXODUO\ GXOO DQG WDOHQWOHVV¶63 In 
SDUWRI D ODUJHU OLWHUDWXUH UHYLHZRQHRI6\OYD¶V HDUO\FULWLFV FRPPHQWV WKDW WKH
stories in Pilgrim Sorrow DUHµWKHRXWSRXULQJRIDKHDUWERZHGGRZQE\JULHIDQG
suffering, and are so intensely lugubrious that it would be cruel to put them into 
WKHKDQGVRIFKLOGUHQ¶64 This view, like the anecdotes found in biographies, again 
HVWDEOLVKHVDQDXWRELRJUDSKLFDOOLQNEHWZHHQ6\OYD¶VµKHDUW¶DQGWKHFRQWHQWRIKHU
work. For the reviewer, melancholia dominates and fundamentally affects the 
quality of the work and he/she even goes so far as to suggest that those who 
allowed children to access it are guilty of abuse.  
7KLV LVVXH RI DXGLHQFH VXLWDELOLW\ KDV EHHQ GHEDWHG WKURXJKRXW 6\OYD¶V
literary career, with regard to RWKHU VKRUW VWRULHV VXFK DV µ,Q )HWWHUV¶ DQG µ7KH
Mother-in-/DZ¶ SXEOLVKHG DW WKH HQG RI %ODQFKH 5RRVHYHOW¶V ELRJUDSK\ 
Legends from River and Mountain (1896) and $5HDO4XHHQ¶V)DLU\%RRN (1901). 
These discussions are often couched in initial praise of the content, style, or 
aesthetic qualities, before becoming a debate about the intended readership. 
Legends from River and Mountain, for example, is described as fascinating for 
                                                 
62$QRQ\PRXVµ7KH/RQGRQ'LDU\RID*HUPDQ$XWKRUHVV¶%ODFNZRRG¶V(Ginburgh Magazine, 
August 1851, p. 209. 
63Ibid., p. 220. 
64$QRQ\PRXVµ%HOOHV/HWWUHV¶Westminster Review, January 1884, p. 278. 
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DGXOWV EXW SHUKDSV WRR µVXEWOH¶ IRU FKLOGUHQ 65  This view is only partially 
contradicted by another article from the same month, where the reviewer notes 
WKDWRYHUDOORQO\RQHRIWKHVWRULHVIURPWKHFROOHFWLRQµ7KH6HUSHQW,VOH¶ZRXOG
EH µDFFHSWDEOH WR \RXQJ UHDGHUV¶ 66  By implication, the remainder are not. 
Criticisms of $5HDO4XHHQ¶V)DLU\%RRN are similar: there is praise for the lavish 
illustrations, but the content is inappropriate for a young audience and the stories 
DUHQRWµDWWUDFWLYHO\WROG¶67  
Audience suitability often affected the authors of fairy tales, including 
Christina Rossetti and her collection Speaking Likenesses (1874) and Oscar 
:LOGH¶V second volume of fairy tales, A House of Pomegranates (1891). In a letter 
to the editor of Pall Mall Magazine in December 1891 Wilde famously wrote that 
µ,KDGDERXWDVmuch intention of pleasing the British child as I had of pleasing the 
%ULWLVK SXEOLF¶68 Here, he succinctly summarises the problems surrounding the 
intended audience of fairy taleV WKH\ KDYH LQ &DUROLQH 6XPSWHU¶V ZRrds, a 
µGRXEOHDXGLHQFH¶RI both adult and child readers.69 This dual function extended 
both to the practice of reading as well as the location of the stories. They could be 
found in periodicals which appealed to educated adults, such as the Cornhill 
Magazine, or juvenile magazines, such as Good Words for the Young and Aunt 
-XG\¶V 0DJD]LQH. As will become apparent in Chapter Four, Sylva depicted 
themes, including bigamy, murder and domestic violence, which are probably not 
suitable for children and I have found no evidence to suggest that such stories 
                                                 
65$QRQ\PRXVµ/HJHQGVIURP5LYHUDQG0RXQWDLQ¶Bookman, January 1896, p. 129.  
66$QRQ\PRXVµ7KH/LWHUDWXUHRI)RON-ORUH¶Athenaeum, 18 January 1896, p. 85. 
67$QRQ\PRXVµ%RRNVIRU&KLOGUHQ¶Academy, 7 December 1901, p. 552. 
68The Complete Letters of Oscar Wilde, ed. by Merlin Holland and Rupert Hart-Davis (London: 
Fourth Estate Limited, 2000), p. 503. 
69Caroline Sumpter, The Victorian Press and the Fairy Tale (Basingstoke: Palgrave Macmillan, 
2008), p. 40. 
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appeared in magazines designed for a younger readership. In fact, they were 
predominantly published in periodicals with a middle-class, adult readership, such 
as the English Illustrated Magazine, and a specifically female readership, 
including the LDG\¶V5HDOP. NeverthelessWKHVXLWDELOLW\RI6\OYD¶VVWRULHVIRUDQ
adult audience was also called into question.  
One reviewer, writing for the Academy in June 1891, takes this issue one 
step further by deeming 6\OYD¶VVWRULHVHTXDOO\LQDSSURSULDWHIRUZomen. He/she 
argues that the subject matter of the stories is fundamentally immoral: so 
µXQQDWXUDO DQG UHYROWLQJ¶ WKDW µQR VHOI-respecting woman¶ VKRXOG UHDG them.70 
Again, this is a value judgement on the quality of the work as well as the quality 
of the reader. Decent women would not degrade themselves by reading such a 
YROXPH ,I 6\OYD¶V ZRUN ZDV VHHQ DV LQDSSURSULDWH IRU DQ\ DXGLHQFH DQG ZDV
accepted as such by a large proportion of nineteenth-century readers, then its 
reputation would be diminished. Readers would turn to writers who had been 
reviewed more favourably, a pattern that appears to have been continued in 
modern criticism.  
Small amounts of negative FULWLFLVPDOVRH[WHQG WRWKHVHWWLQJRI6\OYD¶V
works, specifically in Edleen Vaughan. A number of reviewers accuse Sylva of 
inaccuracy with regard to her knowledge of Wales, with one particularly scathing 
UHYLHZHU FRPPHQWLQJ WKDW µWKH UHDGHU LV FRPSHOOHG WR DPXVH KLPVHOI ZLWK WKH
astounding ignorance which the author displays of her chosen locality, and to 
acknowledge that a short residence in a Welsh watering-place but ill qualifies 
even an accomplished writer to describe with circumstance the manners and 
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FXVWRPVRIWKH:HOVK¶71 +HUHWKHUHYLHZHU¶VSRLQWHGUHIHUHQFHWR6\OYD¶VWLPHLQ
Llandudno is used to emphasise her literary deficiencies. By implication, Sylva 
was naive to think she could recreate a country in which she had spent no more 
than a few weeks and that proves she is not an accomplished writer. This review 
takes on added significance whHQWKHFULWLF¶VMXVWLILFDWLRQVDUHWDNHQLQWRDFFRXQW
7KHUHYLHZHUTXDOLILHVKLVKHUFULWLFLVPE\REVHUYLQJWKDWµRIFRXUVHLWLVQRWWREH
expected that a visitor, even a Royal visitor, to a country can achieve acquaintance 
with all phases of its natural OLIH¶72  Through this admission, the reviewer is 
PDNLQJDOORZDQFHVIRUµWKHVHGismal unrealities of Welsh life,¶EHFDXVHWKH\VWHP
from the pen of a high status, foreign individual, unconnected with everyday 
life.73 Again, royal status interferes with and iQIOXHQFHV WKH UHFHSWLRQRI6\OYD¶V
work.  
Many critics were XQDEOH WRGLVFXVV6\OYD¶V work without engaging with 
her royal background, as exemplified by an early review of Pilgrim Sorrow, 
ZKHUH WKH RSHQLQJ VHQWHQFH DWWULEXWHV DXWKRUVKLS WR µWKH \RXQJ DQG Eeautiful 
Queen of Roumania,¶DQGlater comments that µWRDVVLJQWKHPWKHLUULJKWSRVLWLRQ
LQ OLWHUDWXUH ZRXOG EH DV SX]]OLQJ D WDVN DV D FULWLF FRXOG XQGHUWDNH¶ 74  This 
reviewer objectifies Sylva from the outset, colouring any literary criticism with 
her physical attributes and royal identity. The critic affects a degree of neutrality, 
FRPPHQWLQJWKDWKHVKHGRHVQRWµFDUe to judge from a single sample,¶ and that a 
UDQJH RI 6\OYD¶VZRUN VKRXOG EH FRQVLGHUHG EHIRUH KHU OLWHUDU\ SURZHVV can be 
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judged.75  However, it would appear that a value judgement has already been 
made: there is an inability to consider her work in the context of contemporary 
literature due to the inability to escape the royal reputation that precedes her.  
Five years later, Helen McKerlie makes similar remarks, ignoring the 
DWWHPSWHG DQRQ\PLW\ E\ UHIHUHQFLQJ 6\OYD¶V UR\DO QDPH Girectly after her 
pseudonym. McKerlie recognises that whilst consideration of her work for its 
literary merit would be preferable, an objective distance is impossible, since 
UHDGHUV DQGFULWLFV DUH WHPSWHG µWR VHHNDPRUH LQWLPDWH DFTXDLQWDQFHZLWK DQG
EHWWHUNQRZOHGJHRI WKHJUHDWKDUPRQLRXV6RQJVWUHVVRI WKH*HUPDQ:RRGV¶76 
Her argument also highlights another fundamental issue in contemporary reviews 
RI 6\OYD¶V ZRUk: as discussed with regard to her biographies, praise was often 
received alPRVW HQWLUHO\ DV D UHVXOW RI 6\OYD¶V royal status. In 1892, another 
reviewer rationalises her work, in this instance Edleen Vaughan, by referencing 
6\OYD¶V royal upbringing. He/she acknowledges the limitations of her work when 
UHSUHVHQWLQJHYHU\GD\ OLIHEXWVLPXOWDQHRXVO\VWDWHV WKDW µRQH LVQRWDTXHHQIRU
nothing, and allowance must be made for the fetters and drawbacks of a situation 
which is not favourable to literary achievemHQW¶77  
CHUWDLQUHYLHZHUVGLGDWWHPSW WRDGGUHVVWKLVELDV$UHYLHZHURI6\OYD¶V
memoirs, )URP0HPRU\¶V6KULQH, wrote that to be objectiveRQHµPXVWIRUJHWWKDW
&DUPHQ6\OYDLVWKH4XHHQRI5RXPDQLD¶78 Whilst an admirable sentiment, it is 
fundamentally at odds with the work being reviewed: as a genre, autobiography is 
dominated by personal experiences and a royal upbringing is an undeniable part of 
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6\OYD¶VOLIH1HYHUWKHOHVV, the reviewer perseveres, noting the stylistic flaws of the 
work, as many reviewers have done before. By the end of the review, however, 
the critic LQHYLWDEO\ UHWXUQV WR 6\OYD¶V VWDWXV, noting that it ZDV D µSULYLOHJH WR
VWDQGE\KHUVKULQHRIPHPRU\¶79 The suggestion that it was an honour simply to 
read her work and that Roumania is a µIRUWXQDWHFRXQWU\¶XQGHU6\OYD¶VUXOHLVDQ
abrupt disavowal of the integrity that was initially called for.80  
7KLV OHYHO RI FRQWUDGLFWLRQ LV DOVR SUHVHQW LQ 3URIHVVRU *HURWKZRKO¶V
keynote address to the RSL. Gerothwohl also discussed her memoirs and stated 
that it is difficult to discern whether public interest is a result of WKHµPHULWVRIWKH
writer,¶RUWKHµJODPRXURIWKHPLJKW\HYHQWV¶81 Despite his apparent treatment of 
6\OYD DV µD FROOHDJXH DQG FR-ZRUNHU QRW D TXHHQ¶ Gerothwohl inevitably 
contradicts himself. 82 Having said that KH ZRXOG QRW GZHOO RQ 6\OYD¶V OLIH KH
promptly does so, aligning her partiality for poetry with the intense emotions she 
had experienced through revolution, war and the loss of her loved ones. This 
example supports the argument that critics, reviewers and biographers alike found 
LWGLIILFXOWLIQRWLPSRVVLEOHWRVHSDUDWH6\OYD¶VOLIHIURPKHUZRUN7KLVFDQEH
viewed positively, especially with regard to *HURWKZRKO¶V DGGUHVV WR WKH 56/
because it indicates that people were still interested in her work, despite her 
German allegiances and the imminent outbreak of war ± a reminder that even 
during World War One, there were many pro-German sympathisers in Britain. 
However, it also seems that her queenly role retained a strong hold over the minds 
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RI WKH 56/ PHPEHUV ZKR KDG LQDXJXUDWHG KHU GHVSLWH WKH IDFW WKDW µ&DUPHQ
6\OYD¶ZDVWKHQDPHDGGHGWRWKHUROORIIHOORZV 
The idea of praise being determined through status may also explain why 
some of the positive reviews consist of vague descriptions of her work. Adjectives 
VXFK DV µSRZHUIXO¶ DUH XVHG EXW WKHUH DUH QR FRQFUHWH H[DPSOHV WR GHIHQG WKH
description.83 $JDLQ WKLVPD\ KDYH LPSHGHG WKH GHYHORSPHQW RI 6\OYD¶V ODVWLQJ
literary reputation since the praise she received in this context appears 
unwarranted. It has not been earned on the basis of her literary merit, but stems 
from luck ± her birth into a social sphere of power and privilege. Thus, whilst 
ostensibly presenting Sylva in a positive light, these reviews are damaging to her 
literary reputation and may have resulted in her marginalisation, inducing readers 
to dismiss her work. These reviews imply that nineteenth-century critics did not 
necessarily seH 6\OYD DV D µVHULRXV¶ ZULWHU and some state this explicitly. One, 
ostensibly discussing 5RRVHYHOW¶V ELRJUDSK\ DQG WKH WZR VKRUW VWRULHV E\ 6\OYD
WKDWLWFRQWDLQVGLJUHVVHVLQWRDJHQHUDOUHYLHZRI6\OYD¶VOLWHUDU\WDOHQWGHFODULQJ
WKDWµKHUservices to the Roumanians [sic] as a leader of society and promoter of 
good works gives her a higher claim to honour than the literary talents that are 
FKLHIO\REWUXGHGRQWKH(XURSHDQSXEOLF¶84 In keeping with the other reviews, the 
FULWLF¶V UHPDUNV DUH WKHQ WHPSHUHG by their consideratLRQ RI 6\OYD¶V UR\DO
background. He/she attempts WRDSSHDUPRUHEDODQFHGE\FRPPHQWLQJWKDWµWRKHU
FUHGLWLWPXVWEHUHPHPEHUHGWKDW4XHHQ(OLVDEHWK¶VDXWKRUVKLSLVEXWDSDVWLPH¶
and hDYLQJUHGXFHG6\OYD¶VOLWHUDU\SURGXFWLRQVWRDKREE\WKHUHYLHZHUJRHVRQ
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to suggest that the chief attraction for British readers lies in her depictions of 
Romanian life.85 This topic will be explored in more detail in Chapter Five. 
One critic, writing for the National Observer, criticises the apparently 
weak translation of The Bard of the Dimbovitza, but nevertheless remains 
µWKDQNIXO IRU LW DVJLYLQJXV DJOLPSVH LQWRD OLYLQJZRUOGZKHUH WKHSRHW LV WKH
folk itself.¶ 86 7KLV HOHYDWHV WKH FRQWHQW RI 6\OYD¶V ZRUNV DOORZLQJ WKH
representation of Romania to overshadow the reviewer¶VLQLWLDOFULWLFLVPVRI form 
and language. Unfortunately, the overall tone of this review does not support these 
VHQWLPHQWV7KH DQRQ\PRXV UHYLHZHU VWDWHV LQ KLVKHU RSHQLQJ OLQHV WKDW µLW FDQ
only be by chance that, when Carmen Sylva has been rather prominently before 
the world, a book by her or relating to her should always appear in time to catch 
ZKDWSRSXODULW\QHZVSDSHUVFDQJLYHWROLWHUDWXUH¶EHIRUHPDNLQJYHLOHGUHIHUHQFH
to the Ferdinand-Vacaresco scandal.87 These sarcastic lines suggest that Sylva is 
using her fame to manipulate the literary market and again indicates that she was 
not seen as a professional writer by British reviewers. Instead, she is shown to rely 
on her personal popularity to become commercially successful ± a negative 
MXGJHPHQW QRW RQO\ RI 6\OYD¶V ZRUN, but also Sylva herself. She becomes an 
individual who slyly orchestrates her publication dates around peaks of public 
interest in her personal life, pursuing commercial gain rather than literary prestige. 
'HVSLWH WKHVH MXGJHPHQWV WKHUH LV DOVR UHFXUULQJSUDLVHRI6\OYD¶s work, 
including her depiction of certain protagonists, such as Robert Gwynne in Edleen 
Vaughan and the allegorical characters in 6XIIHULQJ¶V -RXUQH\ RQ WKH (DUWK 
Although perhaps guilty of the unsubstantiated claims I have already noted, 
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through the vagXH GHVFULSWLRQV RI VRPH µDGPLUDEOH SDJHV¶ the reviewer 
nevertheless notes that the characters in 6XIIHULQJ¶V-RXUQH\RQWKH(DUWK µDSSHDO
most strongly to the feeling and conscience of Everyman,¶ LQ WHUPV RI WKHLU
originality and dramatic content. 88 This judgment is repeated by other reviewers 
ZKHQUHIHUULQJWRWKHVLQFHULW\RI6\OYD¶VLGHDVDQGH[SUHVVLRQHYHQLIWKH\WKHQ
GLVFXVV WKHZRUN¶V VW\OLVWLF IODZV $ JRRG H[DPSOH FRPHV IURP WKH DXWKRU DQG
journalist G. Barnett Smith (1841-1909), one of the few named reviewers of 
6\OYD¶V ZRUN %DUQHWW 6PLWK ZURWH a review of Edleen Vaughan in 1892 and 
another for 6KDGRZVRQ/RYH¶V'LDO(1895). Both were mixed, with Barnett Smith 
primarily criticising the µGHIHFWLYH¶ wording and expression. 89  The content, 
however, is viewed more favourably. Edleen Vaughan LVZULWWHQZLWKµSRZHUDQG
ZLWKFRQVLGHUDEOHHIIHFWVRIZKDWPD\EHFDOOHGOLWHUDU\FKLDURVFXUR¶± an Italian 
5HQDLVVDQFHWHUPZKLFKLQWKLVFRQWH[WPRVWOLNHO\UHIHUVWR6\OYD¶VSUHVHQWation 
of contrasting situations and characters or the light and shade of daily life.90 
Despite disappointments in terms of style ± which could be attributed to 
translators, rather than Sylva ± critics like Barnett Smith were keen to define the 
quality of her work in terms of characterisation and plot.   
 
One notable aspect, specific to the positive and mixed reviews, is that of 
comparison. These can be European-EDVHG FRPSDULVRQV RI 6\OYD¶VZRUN ± with 
other authors or styles of writing ± as well as specifically British comparisons. 
Most concerned The Bard of the Dimbovitza and focused on how the content of 
the folksongs, the written form and the style, resembled earlier literature in the 
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same genre, such as Celtic folksongs. Unfortunately, these are generalised 
comparisons, without reference to specific examples. Other comparative reviews 
for this collection establish a link with Lewis Carroll. One reviewer, discussing 
WKH ZRUG µ'LPERYLW]D¶ DQG KRZ %ULWLVK UHDGHUV PLJKW ILQG WKH 5RPDQLDQ
language and culture particularly unusual, suggesWHG WKDW WKH ODQJXDJH µKDV D
savour of the strange monsters of Lewis Carroll, a je ne sais quoi of the 
%DQGHUVQDWFK¶ 91  This refers to one of the fantastical creatures depicted in 
µ-DEbHUZRFN\¶WKHQRQVHQVHYHUVHLQThrough the Looking Glass, and What Alice 
Found There (1871) ± the sequel to the novel that has forever linked Carroll to 
Llandudno.  
Another review of The Bard of the Dimbovitza references two plays by the 
Belgian playwright and future Nobel prize-winner, Maurice Maeterlinck (1862-
1949), comparing the dramatic sketch at the end of the first series of The Bard of 
the Dimbovitza with Les Aveugles (The Blind), a one-act play first performed in 
1890 as a study of the human condition, and /¶,QWUXVH (The Intruder).92 The fact 
that work associated with Sylva should be placed and discussed in a broader 
context is important in terms of her recuperation, as it suggests that reviewers did 
QRWDOZD\VGLVPLVV6\OYD¶VZULWLQJ DVDTXHHQ¶VKREE\EXWVRXJKWWRFDWHJRULVHLW
within the history of literature. Her work was not only being contextualised within 
her lifetime, but it was also seen as of literary value by some of these critics, who 
GHHPHGLWZRUWK\RIFRPSDULVRQZLWKDQXPEHURIPDOHµJUHDWV¶ 
This method of comparative reviewing is not limited to The Bard of the 
Dimbovitza but is also apparent with regard to works Sylva wrote herself: Edleen 
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92$QRQ\PRXVµ5HFHQW9HUVH¶Saturday Review, 2 January 1892, p. 22.  
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Vaughan, $ 5HDO 4XHHQ¶V )DLU\ %RRN WKH VKRUW VWRU\ µ,Q )HWWHUV¶ DQG KHU
German-language collection of poems, Stürme (Storms), are all discussed in the 
FRQWH[W RI µgreDW¶ ZULWHUV IURP WKH QLQHWHHQWK century as well as from earlier 
centuries. As with the reviews of The Bard of the Dimbovitza, however, some of 
the comparisons remain vague. For example, an early review of Stürme, praising 
the lyrical form of the poems, VWDWHV WKDW µ%\URQZRXOG VHHP WREH WKHDXWKRU¶V
PRGHO¶ \HW SURYLGHV QR IXUWKHU LQIRUPDWLRQ DV WR ZKLFK SRHPVPLJKW EHPRVW
worthy of comparison, either for Byron or Sylva.93 This also occurs with regard to 
$5HDO4XHHQ¶V)DLU\%RRN, which the reviewer links to the work of one of the 
most celebrated authors of fairy tales, Hans Christian Andersen (1805-1875), but 
without further explanation.94 
0RUH GHWDLOHG FRPSDULVRQV DUH SURYLGHG IRU µ,Q )HWWHUV¶ +HUH LQ D
favourable review from the National Observer, thH VWRU\ LV WHUPHG µD VRUW RI
modern Werther¶ D UHIHUHQFH WR *RHWKH RQH RI *HUPDQ\¶V PRVW FULWLFDOO\
acclaimed novelists ± and one of the most prominent German authors in British 
literary culture ± and his epistolary novel, Die Leiden des jungen Werthers (The 
Sorrows of Young Werther) (1774). 95  Although the critic qualifies his/her 
FRPPHQWV WKURXJK WKHDGYHUELDOSKUDVH µVRUWRI¶ZKLFK UHGXFHV WKH LQWHQVLW\RI
WKHFRPSDULVRQ6\OYD¶VZRUNLVstill being linked to a novel that is celebrated as 
one of the finest in European literature, both in the nineteenth century as well as in 
later criticism.  
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This method was continued in G. Barnett Smith¶V review of Edleen 
Vaughan. Although, as I noted, he was critical of the written style, Barnett Smith 
OLQNV 6\OYD¶V ZULting to two well-known and highly regarded authors. 
Notwithstanding the exciting nature of the plot, Barnett Smith discusses one of the 
characterisations he finds less successful ± Ulla the witch ± but in doing so, he 
VXJJHVWVWKDWVKHµFRXOGJLYHSRLQWVLn horror to her weird sisters who so exercised 
0DFEHWK¶96 This is something of a backhanded compliment. Barnett Smith feels 
that Ulla intruded into the narrative, yet implies that her characterisation is even 
more terrifying than the three witches in ShakeVSHDUH¶V6FRWWLVKSOD\8OODPD\
QRW EH D QHFHVVDU\ IHDWXUH RI WKH SORW EXW 6\OYD¶V FKDUDFWHULVDWLRQ LVZRUWK\ RI
FRPSDULVRQZLWK(QJODQG¶VPRVWFHOHEUDWHGZULWHUSRVVLEO\HYHQVXUSDVVLQJKLP
if this critic is to be believed.  
%DUQHWW 6PLWK¶V RWKHU OLWHrary allusion is equally supernatural in nature, 
GHVFULELQJ RQH RI WKH QRYHO¶V SULQFLSDO SURWDJRQLVWV 7RP DV µUHMRLFLQJ OLNH
Mephistopheles,¶ DW WKH GHVWUXFWLRQ KH KDVZURXJKW RQ WKRVH DURXQG KLP97 This 
reference is at once specific and insubstantial: whilst Mephistopheles is an 
allusion to the demon summoned by the eponymously named character of the 
German legend Faust, Barnett Smith does not attribute a specific author to this 
work. This could reflect the ambiguous nature of the legend itself, first published 
in written form in 1587 by an anonymous German author. It could refer to 
Christopher Marlowe¶V (1564-1593) version, The Tragical History of Doctor 
Faustus (1604) or *RHWKH¶V  SOD\Neither play is explicitly mentioned by 
Barnett Smith, but both are called to mind, given that they remain the most 
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famous authorial associations with this legend. Again, this comparison 
LQWHQWLRQDOO\FUHDWHVOLQNVEHWZHHQ6\OYD¶VZRUNDQGWKDWRIUHFRJQLVDEO\µJUHDW¶
works of literature ± a connection that reflects poVLWLYHO\ RQ 6\OYD¶V OLWHUDU\
achievements, even if the reviewer also includes more critical judgements. 
Comparison as a method of HVWDEOLVKLQJ6\OYD¶VZULWLQJ as part of British literary 
culture will be discussed further in Chapter Four.  
 
3.4. Articles on or that mention Carmen Sylva.  
As indicated at the beginning of this chapter, a large proportion of the 
articles written about Sylva in the 1890s chronicle her visit to Britain, her sojourn 
in Wales and her participation in the Eisteddfod. However, articles solely 
dedicated to, or referencing Sylva, had been part of the British periodical press 
since she began to publish in the late 1880s. The articles discussed here reveal the 
YDULHGZD\VLQZKLFK%ULWLVKMRXUQDOLVWVGLVFXVVHG6\OYD¶VOLIHDQGOLWHUDU\ZRrk. 
This ranged from society gossip to Romanian politics and the apparent 
phenomenon surrounding royal writers.  
%LRJUDSKLFDODUWLFOHVSUHGRPLQDQWO\IRFXVRQ6\OYD¶VHDUO\OLIHUHZRUNLQJ
the anecdotes found in larger biographies. Some of the authors, like Sarah 
Catherine Budd, acknowledge that their work stems directly from these 
biographical accounts and are similar in information as well as style.98 In keeping 
with the larger biographies, these articles exaggerate and mythologisH 6\OYD¶V
youth to present her as a gifted child of nature. Their praise of her creative 
DELOLWLHVZKLFKEHDUWKHWUDFHVRIµKHUOLIH¶VVRUURZ,¶GRQRWQHFHVVDULO\EHQHILWKHU
                                                 
98Sarah CaWKHULQH%XGGµ(DUO\'D\VRI&DUPHQ6\OYD¶London Society, July 1897, pp. 64-78. 
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literary reputation, and, as I argued in Chapter One, may in fact have contributed 
to her eventual marginalisation. 99  In praising her indiscriminately, without 
engaging in detail with her literary output, they become the hazardous 
hagiographies that Badea-3ăXQ LV VR ZDU\ RI 7KH\ GHVFULEH 6\OYD¶V work as 
KDYLQJDFKLHYHG(XURSHDQIDPHDQGEHDULQJWKHµWUDGHPDUNV of genius,¶DQGDOVR
note that her pen-QDPHKDVµFRPSOHWHO\VXSHUVHGHGKHUEDSWLVPDOQDPH>@SURRI
LQ LWVHOIRI WKHFHOHEULW\ VKHKDV JDLQHGDV DQDXWKRU¶100 My findings, both here 
and in Chapter Two with regard to the memorial markers in Llandudno, challenge 
WKLV DUJXPHQW 6\OYD¶V UR\DO WLWOH ZDV IRU WKH PRVW SDUW DOZD\V XVHG LQ
conjunction with her pen name. This seems to have been designed to boost 
interest and create a larger potential readership. Furthermore, as reviews have 
indicated, celebrity status could be more of a curse than a blessing. Critics either 
trivialised and dismissed her work as a hobby, or praised it because better could 
not be expected of royalty. Consequently, while biographical articles in the 
periodical press are evidence of the continuing tradition of inWHUHVW LQ 6\OYD¶V
personal life, they also contribute to an image of Sylva as a gifted royal, which 
had the potential to negatively affect her literary reputation.  
Other articles are equally biographical in nature, but focus on current 
events and social developments, rather than her childhood. Some report on 
6\OYD¶V fundraising efforts, such as the doll show and auction she hosted in 
Neuwied to raise money for disadvantaged children, emphasising her personal 
connection with her subjects, her popularity and her skill as a writer. They note 
WKDWVKHLVµNQRZQWRORYHUVRIOLWHUDWXUHDV&DUPHQ6\OYD¶DQGSURXGO\DVVHUWWKDW
                                                 
99(6D[WRQ:LQWHUµ5RXPDQLDDQGLWV5R\DO)DPLO\¶English Illustrated Magazine, February 
1903, p. 479.  
100$OLFH.LQJµ&DUPHQ6\OYD¶Argosy, November 1890, p. 386.  
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the photographs featured LQ WKH DUWLFOH ZHUH SURGXFHG µXQGHU KHU 0DMHVW\¶V
VXSHUYLVLRQ¶101 The focus of these pieces is on Sylva as a queen, but much like 
VRPHRIWRGD\¶VJRVVLS-based magazines, they also depict her as a celebrity figure, 
whose movements and relationships are the subject of conjecture and admiration.  
One might, for example, consider the phrasing found in the society pages 
of the London Reader LQZKHUHLWLVVWDWHGWKDWµWKHELUWKRIDQKHLUWRWKH
throne of Roumania is anticipated with much pleasure, not unmixed with anxiety 
>@ WKH IRUWKFRPLQJHYHQW FUHDWHVPXFK LQWHUHVWDQGH[FLWHPHQW¶102 The date of 
this article, coupled with its context, makes it clear that it is Sylva who is believed 
WR EH SUHJQDQW IRU µDOWKRXJK WKH .LQJ DQG 4XHHQ KDYH EHHQ PDUULHG VL[WHHQ
years, they have as yet had no children, and her Majesty is now in her forty-third 
\HDU¶103 Her successor, Princess Marie, did not marry Prince Ferdinand until 1893 
and did not have her first child until 1899, which further supports this argument. 
Yet the content of the article can be easily challenged, primarily due to its 
assertion that the couple have no children: their daughter Marie, who only lived 
for a few years, is not mentioned. Since it is discussing the potential heir to the 
Romanian throne, it is possible that the article was focusing on male children, but 
the clear omission of facts calls into question the validity of the entire piece. This 
particular magazine also speculated on the state of her marriage, noting the 
µGHFRURXV WHPSRUDU\VHSDUDWLRQ,¶EHWZHHQ6\OYDDQGKHUKXVEDQG LQ WKHVXmmer 
of 1888 and that Sylva would µGRXEWOHVVZULWHVRPHVWDQ]DV¶RQWKHVXEMHFWEHIRUH
returning to Bucharest.104 
                                                 
101A.B. HHQQµ&DUPHQ6\OYD¶V'ROO-6KRZ¶Strand Magazine, December 1898, p. 682. 
102$QRQ\PRXVµ6RFLHW\¶London Reader, 27 February 1886, p. 431. 
103Ibid. 
104$QRQ\PRXVµ6RFLHW\¶London Reader, 25 August 1888, p. 431. 
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The nineteenth-century rumour-mill returned to Sylva in the wake of the 
scandalous relationship between Prince Ferdinand and Hélène Vacaresco. Many 
journalists reported that if Sylva did not directly orchestrate the affair, she 
FHUWDLQO\ HQFRXUDJHG LW IXHOOHG ZLWK WKH GHVLUH WR µSOD\ WKH SDUW RI G\QDVWLF
'HVWLQ\¶ 105  Her so-FDOOHG µLPSHUWLQHQW LQWHUIerence in matters beyond her 
province and concern,¶KDVDFFRUGLQJ WR WKHXQQDPHG journalist in the National 
Observer, created a political mess that her husband now has to clean up.106 Whilst 
other articles on the subject merely mention the literary collaboration between 
Sylva and Vacaresco ± The Bard of the Dimbovitza series ± Sylva is depicted here 
as a hopeless romantic, a scheming match-maker and a melodramatic queen who 
took to her bed as the scandal worsened, leaving her husband to deal with the 
repercussions. Whatever the truth might be, these critical depictions of Sylva 
might also negatively affect her literary reputation, both during her lifetime and 
directly after it, as she appears to break the boundaries of feminine decorum. 
There is a clear association between her apparently melodramatic personal life and 
the criticism of her work as overly emotional. Here is another exampOHRI6\OYD¶V
lack of restraint and its detrimental effects. As a result, Carmen Sylva would be 
remembered for the wrong reasons: for dramas in her personal life, rather than 
those in her stories.  
There are, however, a large number of articles that are far less critical of 
Sylva, discussing her LQWKHFRQWH[WRI5RPDQLD¶VSROLWLFDOFOLPDWH and in articles 
on writers and their pseudonyms.107 She is also mentioned in articles on German 
literary culture, in which RoberW =LPPHUPDQ IHHOV VKH KDV µZRQ D FUHGLWDEOH
                                                 
105$QRQ\PRXVµ7KH3ULQFHDQGWKH0DLGRI+RQRXU¶National Observer, 11 July 1891, p. 189. 
106Ibid. 
107+DUU\6PLWKµ7KH6FLHQFHRI$QRQ\PLW\¶Good Words, January 1898, pp. 99-104. 
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SODFH¶108 In a style reminiscent of the comparative reviews I have noted, Anglo-
Jewish writer Israel Zangwill (1864-1926) GUDZV DWWHQWLRQ WR WKH µDIILQLWLHV¶
between the prolific Liverpudlian poet and essayist RicKDUG/H*DOOLHQQH¶V-
1947) Prose Fancies (1896) and Carmen Sylva, in a list which also includes 
Thomas de Quincey (1785-1859) DQG =DQJZLOO¶V EURWKHU WKH DXWKRU Louis 
Zangwill (1869-1938).109  
Other articles return to a royalty-based theme. W.H. Davenport Adams¶V
article on royal authors from all over the world mentions Sylva very briefly on the 
ODVWSDJH DVKDYLQJ µVRXJKW WKH VXIIUDJHVRI WKH UHDGLQJSXEOLF¶110 For Mary E. 
Garton, discussing royal hymn writers, religious literature gives readers a more 
intimate knowledge of the author and she DUJXHVWKDWDTXHHQ¶VUHOLJLRXVZULWLQJ
was often produced during periods of personal bereavement or persecution. Given 
WKHELRJUDSKLFDODVVRFLDWLRQRI6\OYD¶VHDUly writing with the loss of friends and 
family members, it is unsurprising that the first section of GartRQ¶V DUWLFOH LV
focused on her, µWKDWPRVWJLIWHGDQGLQWHUHVWLQJRIFRQWHPSRUDU\VRYHUHLJQV¶111 
The poem Garton includes was written by Sylva at the time of her confirmation ± 
approximately 1860 ± and in LWV SUDLVH RI*RG LV µWUXO\ LQVSLUHG¶112 The article 
then goes on to discuss other royal hymn writers, including Maris, Queen of 
Hungary (1371-1395), and Princess Elizabeth (1596-1662), the daughter of James 
I (1566-1625). It also includes a printed picture of Sylva and an apparent facsimile 
                                                 
1085REHUW=LPPHUPDQµ*HUPDQ\¶Athenaeum, 30 December 1882, p. 879.  
109,=DQJZLOOµ:LWKRXW3UHMXGLFH¶Pall Mall Magazine, September 1894, p. 173.  
110:+'DYHQSRUW$GDPVµ7KH6FHSWUHDQGWKH3HQ¶*HQWOHPDQ¶V0DJD]LQH, August 1889, p. 
176.  
1110DU\(*DUWRQµ4XHHQVDV+\PQ-:ULWHUV¶Quiver, January 1897, p. 803.  
112Ibid. 
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of her signature.113 As discussed with regard to reviews of her work, Sylva is 
compared to these other writers and is seen to be their equal. This is an important 
factor in her recuperation as it indicates that during her literary career she was 
UHFRJQLVHGDVDµZRUWK\¶ZULWHUE\KHUSHHUVDQGE\OLWHUDU\FULWLFV+HUZRUNZDV
not disregarded during her lifetime but was recognised as part of British, and 
indeed international, literary culture. 
 
Brief references to Sylva can also be found in articles focusing on 
Romanian history and governmental elections. There is no overt criticism of Sylva 
or her husband here; indeed, an article by James D. Bourchier, mentions Sylva 
only in the context of her marriage. Bourchier also states that VKH LV µPRUH
Roumanian than the Roumanians,¶ but does not provide further explanation.114 
Connected to this political focus, however, is the so-FDOOHGµ-HZLVK4XHVWLRQ¶DQG
5RPDQLD¶V UROH LQ LW ZKLFK LV RIWHQ UHODWHG WR 6\OYD $V ZLWK DOO DUWLFOHV
concerning Sylva, some are more detailed than others. (6D[WRQ:LQWHU¶VDrticle, 
IRU H[DPSOHEULHIO\ UHIHUHQFHV µWKH VR-FDOOHG³SHUVHFXWLRQ´RI5RPDQLDQ -HZV,¶
and concludes that it is an issue the British cannot fully comprehend. 115   
An article on the anti-Semitism associated with the composer, music critic 
and clergyman John Frederick Rowbotham (1854-1925) is also linked to Sylva. 
5RZERWKDP LV UHSHDWHGO\ GHVFULEHG DV 6\OYD¶V µSURWpJp¶ DQG KLV DQWL-Semitic 
VWDWHPHQWV DUH RIWHQ FORVHO\ OLQNHG WR 6\OYD¶V QDPH µ³VSDZQ RI 6ZDELDQ
                                                 
113The signature is likely to be inauthentic, as it spells her nDPHµ(OL]DEHWK¶7KH*HUPDQVSHOOLQJ
UHSODFHVWKHOHWWHUµ]¶ZLWKDQµV¶ 
114-DPHV'%RXUFKLHUµ7KH)DWHRI5RXPDQLD¶Fortnightly Review, December 1888, p. 802.  
115E. Saxton Winter, p. 478. 
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SHDVDQWU\´± here spoke the aristocratic protégé RIWKH4XHHQRI5RXPDQLD¶116 It 
is unclear how Sylva and Rowbotham were connected and the article itself 
provides no explanation. However, there may be a number of reasons for 
emphasising this personal connection: the author may be questioning why Sylva 
would associate with such an individual, or suggesting that she is guilty by 
association. There is nothing to overtly accuse Sylva of anti-Semitism, but 
juxtaposing examples of Jewish persecution with her name implicates her in it.  
Fred C. Conybeare makes a similar association, chronicling the numerous 
governmental laws that were SDVVHG GXULQJ 6\OYD¶V UHLJQ ZKLFK DFFRUGLQJ WR
Conybeare, were designed to be anti-Semitic. These include making Jews pay for 
their education (when their Romanian counterparts do not), enforcing anti-Semitic 
statements within their educational textbooks and excluding them from certain 
professions:  
In December, 1883, a law was passed forbidding 
Roumanian aliens (i.e., Jews), but no others, to hawk 
goods for sale or barter in any town. [...] The new law 
came into operation early in 1884, and over 20,000 Jews 
suddenly found themselves debarred from making an 
honest livelihood. The poor wretches petitioned the King, 
a humane man as a rule, whose Queen is the well-known 
poetess, Carmen Sylva. [...] The petition was ignored.117  
 
Although Sylva is only referenced indirectly here, the phrasing implies that her 
XVXDOO\ µKXPDQH¶ husband intentionally ignored the petitions from his Jewish 
subjects, a subtle hint at anti-Semitic sentiments.  
(PPD/D]DUXV¶V SRHPµ7R&DUPHQ6\OYD¶± mentioned in Chapter 
One ± also engages with anti-Semitism in Romania. After hearing of Russian 
                                                 
116&/*µ0U5RZERWKDP¶V%LWWHU&U\¶Musical Times and Singing Class Circular, May 1891, p. 
272.  
117)UHG&&RQ\EHDUHµ5RXPDQLDDVD3HUVHFXWLQJ3RZHU¶National Review, February 1901, p. 
828.  
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pogroms in the 1880s, the Jewish-born Lazarus began to write articles and poems 
on the subject. The Jewish focus RI µ7R &DUPHQ 6\OYD¶ is not explicit, but is 
subtly interwoven through the poem, beginning with the VSHDNHU¶V GHVLUH WR
SRVVHVVWKHµJROGHQO\UH¶QHHGHGWRVLQJµWKHROGVRQJ-enchanted spelO2I,VUDHO¶
and command the attention of the world.118 Having described Sylva as talented, 
sorrowful, and WKH µMother, Mother, Mother!¶ RI her subjects, Lazarus then 
includes the following stanza: 
Yet who is he who pines apart, 
Estranged from that maternal heart, 
Ungraced, unfriended, and forlorn, 
 The butt of scorn? 
An alien in his land of birth, 
$QRXWFDVWIURPKLVEUHWKUHQ¶VHDUWK 
Albeit with theirs his blood mixed well 
 When Plevna fell?119 
 
The image of Sylva as a mother figure links her personally to the treatment of the 
-HZV3DUDGR[LFDOO\KHUµPDWHUQDOKHDUW¶GRHVQRWcare for all her children ± it is 
closed to her Jewish subjects. As Lazarus continues, this treatment is shown to be 
unwarranted and the poem becomes a VXEWOH FULWLTXH RI 6\OYD¶V DSSarently 
negative attitude. The Jewish SHRSOHKDYHEHHQWUDQVIRUPHGLQWRµDOLHQV¶± a term 
that Conybeare used five years earlier ± despite their allegiance to their country, 
fighting with their fellow Romanians at Plevna. Here, Lazarus is referring to the 
Siege of Plevna, a major battle in the Russo-Turkish War fought by Russia and 
Romania against the Ottoman Empire in 1877. In emphasising the patriotism and 
sacrifice of the Jews, Lazarus implies that they have been abused by those with 
power, such as Sylva, who are happy to let them fight for Romania, but discard 
them once war is over. 
                                                 
118/D]DUXVµ7R&DUPHQ6\OYD¶LQEveryday in the Year, p. 419. 
119Ibid.  
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There is, however, OLWWOHHYLGHQFHLQ6\OYD¶VOLWHUDU\HQGHDYRXUVWRLQGLFDWH
that she had anti-Semitic beliefs. Her work could not be compared to anti-Semitic 
novels of the peULRGVXFKDV*HRUJHGX0DXULHU¶V-1896) Trilby (1894) and 
his characterisation of Svengali. ,QGHHG6\OYDZURWHDQDUWLFOH µ,Q3UDLVHRI WKH
-HZV¶ LQ $OWKRXJK QRWLQJ VRPHZKDW EDIIOLQJO\ WKDW LW ZLOO EH -XGDLVP¶V
µXQKDSSLHVWGD\¶ZKHQWKHLUSersecution ceases, her opinions are largely positive, 
concluding that Judaism is superior to Christianity because LW LV µIUHH IURP
VXSHUVWLWLRQ¶DQGGRJPDV120 It is, of course, possible that her ideas are an example 
RIWKHµSRVLWLYHSUHMXGLFH¶WKDW(OLRWH[hibits in Daniel Deronda (1876), where, in 
attempting to dispel anti-Semitism, she adopts an idealised and overly 
sympathetic view of Jewish identity.121 6\OYD¶V OLWHUDWXUH PD\ FRQWDLQ GLGDFWLF
sentiments and references to God, but it exhibits no obvious bias against any 
religion. However, such accusations would tarnish her literary reputation. 
Accusations of anti-Semitism could have had a detrimental effect on critical 
consideration of her work, as is exemplified in the case of T.S. Eliot, who has 
been accused of anti-Semitism by critics including Anthony Julius ± although the 
poet and critic Craig Raine has since argued against this allegation.122  
 
6\OYD¶V UHSXWDWLRQ ZDV IXUWKHU GHYHORSHG DV D UHVXOW RI what I call 
µFRPELQDWLRQ articles¶ ± pieces that combine information about her as a writer 
with direct quotes or summaries. 6\OYD¶VRULJLQDODUWLFOHVZHUHRIWHQSXEOLVKHGLQ
full elsewhere, such as the French magazine La Revue et Revue des Revues. 
                                                 
120&DUPHQ6\OYDµ,Q3UDLVHRIWKH-HZV¶Review of Reviews, June 1907, p. 620. 
121Anne Aresty Naman, The Jew in the Victorian Novel (New York: AMS Press inc, 1980), p. 161.  
122See Anthony Julius, T. S. Eliot, Anti-Semitism, and Literary Form (Cambridge: Cambridge 
University Press, 1996), and Craig Raine, In Defence of T.S. Eliot (London: Picador, 2000). 
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Readers seem to gain acceVV WR 6\OYD¶V SHUVRQDO WKRXJKWV as well as those 
mediated through a journalist, although some have printed incorrect information. 
One, for example, states that Thoughts of A Queen ZDV 6\OYD¶V ILUVW SXEOLVKHG
work.123 Yet they also reveal the µFXULRXVDUJXPHQWV¶DQGDWWLWXGHVWKDWDUHSUHVHQW
in S\OYD¶V OLWHUDU\ ZRUNV 124  This is particularly true of her attitudes towards 
women, which will be explored in the following chapter. As I have noted, Sylva is 
more hesitant than the other authors on the topic of women playing sport. Her 
response contains a large number of conditional clauses, concluding that women 
should play sport, but only if they remain true to their femininity. She is 
FRQFHUQHGWKDWWKHµ$PD]RQ¶ZRPDQZLOOVOD\µWKHFKLYDOURXVPDQ¶± a comment 
which seems to hint that sport has the potential to destroy traditional ideological 
boundaries and that women are fighting for roles that were not designed for 
them.125 These conservative convictions were developed further in 1909, when 
6\OYDLQDQDUWLFOHDERXWZRPHQDQGPDUULDJHVWDWHGWKDWZRPDQµis made for her 
KRPH¶126 Whilst recognising that some women have to work, Sylva sees this as a 
result of necessity, not a desire for independence. As a result, she wishes that 
society was different, envisioning a decidedly impractical future full of children, 
PRWKHUVµDQGQRIDFWRU\ZRUNHUVDWDOO¶127  
This rejection of a more liberal attitude to women does not necessarily 
mean that Sylva wholeheartedly accepted the prevailing ideologies of 
womanhood. As Chapter Four will indicate, her short stories present the debate in 
                                                 
1230/pR&ODUHWLHµ&DUPHQ6\OYD¶V6RUURZIXO3LOJULPDJH¶Review of Reviews, November 1909, 
p. 454. 
124µ,Q3UDLVHRIWKH-HZV¶S 
125$QRQ\PRXVµ2XJKW:RPHQWR&\FOH5RZ(WF"¶S 
126$QRQ\PRXVµ5DQGRP5HDGLQJVIURPWKH5HYLHZV¶Review of Reviews, November 1909, p. 
497. 
127Ibid. 
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more ambiguous terms. However, these opinion pieces expand our knowledge of 
her oeuvre and her non-fictional pieces. They also further our understanding of 
British periodicals and their readers: their levels of awareness in terms of 
international events and scandals as well as interest in Sylva herself. This 
extended to her opinions on current events as well as her personal life and literary 
works.  
When the various articles are considered as a whole, it appears that all 
aspects of Carmen Sylva were worthy of note in the British periodical press, 
providing further indication of her popularity. Certain journalists recognised the 
extent of public and critical interest in Sylva, even if they considered it 
unwarranted. An unnamed author for the Saturday Review commented on 
the mysterious way in which newspapers received 
obliging offers of articles on CARMEN SYLVA from 
persons who never dream of proposing themselves as 
eulogists of any of the scores of greater living Continental 
writers [...]. That CARMEN SYLVA, like every one [sic] 
else in her station who has literary or artistic pretensions, 
has been the prey of the pestilent tribe of flatterers and 
puffers, is a simple fact which only interest or ignorance 
can deny.128  
      (Not my emphasis). 
 
The criticism is not directly aimed at Sylva, but at journalists or critics who 
appear to praise her out of hand ± a veiled reference to her biographers, perhaps. 
However, since the anonymous critic is hinting at indiscriminate flattery of Sylva, 
she is indireFWO\ XQGHU ILUH DV VRPHRQH ZLWK OLWHUDU\ µSUHWHQVLRQV¶ UDWKHU WKDQ
proven ability. Again, this could have had a detrimental effect on a lasting literary 
reputation, confirming some of the criticism found in reviews of her work. It 
                                                 
128$QRQ\PRXVµ&KURQLFOH¶Saturday Review, 27 September 1890, p. 360. 
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GHVWDELOLVHV 6\OYD¶V UHSXtation as a writer by aligning it so closely with her 
personal popularity.  
 
3.5. Primary texts. 
 
As discussed LQ WKH µ$GYHUWLVLQJ¶ VHFWLRQ RI WKLV FKDSWHU D QXPEHU RI
6\OYD¶V ZRUNV ZHUH SXEOLVKHG Ln the British periodical press. These were 
predominantly short stories, but her novel Edleen Vaughan was serialised in 
Hearth and Home between May and October 1891 and a selection of poems, 
aphorisms and non-fictional articles were also published in the final years of her 
career.129 
All of the short stories published in British periodicals are in some way 
focused on Romania, in terms of the setting, plot or characters. This is also true of 
µ*\SV\6RQJ¶DQGµ7KH6ROGLHU¶V7HQW¶both published in the New Review in June 
1890 and later incorporated into The Bard of the Dimbovitza. It seems likely that 
this desire to publish work Sylva had produced about Romania was connected 
with the growing British interest in the country, as well as nineteenth-century 
perceptions of it as an exotic and dangerous location. In publishing such stories, 
British magazines and newspapers were providing their readers with insight into a 
country largely unconnected with their own and one with which, as most non-
fictional accounts of Romania attest, readers would be largely unfamiliar, given 
that diplomatic relations between the two countries began only in the 1870s. As 
has been noted, later articles written on Romania and Carmen Sylva were 
                                                 
129See Appendix Five. 
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politically orientated, focusing on the persecution of the Jews, but earlier 
anthropological accounts, to be discussed in Chapter Five, provide more details.  
Increasing interest in Romania may exSODLQZK\VRPDQ\RI6\OYD¶V short 
stories were printed in the British periodical press before being published in larger 
collections. For example, five of the ten folktales in Legends from River and 
Mountain appeared in British periodicals between 1887 and 1896. This is the 
largest number of stories from one of 6\OYD¶V YROXPHV WR DSSHDU LQ %ULWLVK
periodicals. It is likely that this is also connected to the revival of interest in 
folklore and folktales in Britain, which began in the eighteenth century and had 
reached its peak by the time Sylva began to publish, as evidenced through the 
work of Oscar Wilde and William Butler Yeats (1865-1939). Like the fairy tale, 
the fRONWDOHZDVGHHPHGµXQFLYLOLVHG¶E\%ULWLVKVRFLHW\DQGLQDSSURSULDWHIRUWKH
moral education of children, despite flourishing in France, Germany and 
6FDQGLQDYLD7KHµGHQLJUDWLRQ¶RIWKLVJHQUHDV-DFN=LSHVKDVQRWHGEHJDQWREH
reappraised during the course of the nineteenth century and eventually became a 
recognised, accepted and popular form of literature.130 Folktales, and short stories 
more generally, were often published singly in a newspaper or journal prior to 
being collected in a single volume and many of S\OYD¶V VWRULHV DSSHDUHG LQ WKLV
format. However, there is a degree of difference between the magazine editions 
DQGWKRVHZKLFKZHUHSXEOLVKHGLQERRNIRUP6\OYD¶VZRUNDSSHDUVWRKDYHEHHQ
altered to suit the different readers of magazines and of books, changes which 
may have had a bearing on her literary reputation.  
                                                 
130Jack Zipes, When Dreams Came True. Classic Fairy Tales and Their Tradition (London: 
Routledge, 1999), p. 113. 
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Stylistic changes to the stories could have been a result of editorial 
decisions as well as different translators. This is exemplified by the textual 
YDULDQWVZLWKLQµ7KH3HDNRI/RQJLQJ¶ ,WZDVSXEOLVKHGLQLQGood Words 
and republished five years later as µ9LUIXO &X'RU¶ LQLegends from River and 
Mountain. An obvious similarity between the two ± other than the general plot ± 
is that both have incorporated illustrations, albeit based on different scenes from 
the story.131 There are, however, more differences than similarities, including the 
fact that the 1891 version contains no references to the illustrator, or indeed the 
translator, unlike the 1896 version, which lists Alma Strettell and T.H. Robinson 
(1869-1950), respectively. Unsurprisingly, given the limitations of the magazine 
format and budget, which would have a certain number of pages allotted for 
individual pieces, the 1891 version of the story is also much shorter than its 1896 
counterpart. The latter includes a longer DFFRXQW RI -RQHO¶V MRXUQH\ WR WKH
mountaintop in order to prove his love and constancy to Irina.132 Further magical 
elements, including an encounter with the king of the dwarfs and fairy-like spirits 
are also narrated before Jonel perishes on the mountain. The longer structure 
provides readers with a deeper insight into the trials he faces, as well as the 
magical properties of the Carpathian Mountains, something that is not developed 
in as much detail by the version in Good Words. 
Variation in length is a common feature of all the short stories published in 
WKH SHULRGLFDO SUHVV DQG LV SDUWLFXODUO\ HYLGHQW LQ µ$ 6WRU\ RI 9HQJHDQFH¶
published in the London Journal in 1911. This tale had been previously published 
DVµ$5RXPDQLDQ9HQGHWWD¶LQA Roumanian Vendetta and other Stories in 1903, 
                                                 
131See Appendix Three for images from each of the primary texts mentioned in this section. 
132See Appendix Four for plot summaries of the stories discussed in this thesis. 
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which will be discussed in more detail in Chapter Four. It is the only one of 
6\OYD¶V VWRULHV WRKDYHEHHQSXEOLVKHGDIWHU WKH ODUJHU FROOHFWLRQDSSHDUHG$V ,
have noted, the rest of the short stories, as was common with the majority of short 
story publication at the time, appeared in magazines before they appeared in book 
form. This could explain the structure of the story found in the London Journal, 
which is the shortest of DQ\RI6\OYD¶V VKRUWVWRULHVWREHSULnted in this format: 
because this version was published after the single volume edition, it is possible 
that the editor expected readers to be familiar with Sylva, her style and the story. 
They therefore include summarising paragraphs, present the text in three narrow 
columns and do not include illustrations. The first three paragraphs act as both an 
LQWURGXFWLRQ WR 6\OYD¶V EDFNJURXQG ± mythologising her writing as a result of 
personal tragedy ± and the story itself. The first twenty pages of the story found in 
the 1903 version are condensed into one short paragraph in 1911, summarising the 
vendetta between Pâron 3ăUYXLQWKHERRNYHUVLRQ) and Dragomir.  
Again, there may be a number of reasons for the omission of such a large 
amount of detail. These include the format of the journal, the amount of space 
allocated to the story and the financial outlay which would be involved in printing 
it in full. Another explanation may simply be the fact that the translators and 
editors deemed the rest of the story ± the developing relationship between Sanda 
DQG3kURQWKHYLROHQWPXUGHUVRI3kURQDQG'UDJRPLUDQG6DQGD¶VGHscent into 
madness ± more interesting than the initial narrative. Ultimately, the omissions 
result in readers lacking information with regard to characterisation and plot. If 
the stories found in these magazines were recognised as the only versions, then 
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S\OYD¶VZRUNPD\ZHOOKDYHEHHQGHHPHGXQGHUGHYHORSHGDIDFWRUZKLFKZRXOG
hardly encourage critical interest in her work.  
When the variants are compared in more detail, linguistic choices and 
phrasing are the most obvious differences between the magazine edition and that 
in book form. This is apparent on a more specific level, in terms of the use of the 
Romanian language. 7KH PDJD]LQH YHUVLRQ RI µ7KH 3HDN RI /RQJLQJ¶ IRU
example, omits Romanian terms that the version in Legends from River and 
Mountain includes ± even with regard to the title of the story ± and places a 
different emphasis on certain characters. It is not surprising that different 
translators produce different versions of this story: their translations are free, in 
that they do not reproduce the German version word-for-word (which would be 
classed as a literal translation). Instead, they retain the same storyline and seek to 
reproduce the general meaning of the original.  
However, the different lexical choices may again reflect differences in 
intended readerships, adhering to what Susanne Stark describes as WKH µH[WUD
source of creativity in the production of textuality,¶ whereby the translators have a 
role in the way Sylva¶VZULWLQJ is presented to her readers.133 The 1896 version 
incorporates 5RPDQLDQ WHUPV VXFK DV µKRUD¶ D 5RPDQLDQ GDQFH DQG µRLW]D¶
µOLWWOH VKHHS¶ DQG LQFOXGHV IRRWQRWHV WR H[SODLQ WKHP WR UHDGHUV $OWKRXJK WKH
1891 version includes geographical references to areas in Romania, such as Sinaia 
and Prodeal, which are also included in Legends from River and Mountain, it does 
                                                 
133Susanne Stark, ³%HKLQG,QYHUWHG&RPPDV´7UDQVODWLRQDQG$QJOR-German Cultural Relations 
in the Nineteenth Century (Clevedon: Multilingual Matters Ltd, 1999), p. 10. 
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not use the Romanian language to reference FXOWXUDO WHUPV 7KH µKora,¶ IRU
H[DPSOHEHFRPHVµDURXQGGDQFH¶134  
$ VLPLODU WHFKQLTXH LV XVHG LQ µ7KH:LWFK¶V 6WURQJKROG¶ DQRWKHU VWRU\
from Legends from River and Mountain which first appeared in the January issue 
of the English Illustrated Magazine LQXQGHUWKHVOLJKWO\DOWHUHGWLWOHRIµ7KH
:LWFK¶V&DVWOH¶$JDLQ the book version provides extra information for readers 
that the magazine does not, including bracketed explanations after characters are 
introduced for the first time ± µAlba ³7KH:KLWH2QH´¶QRWP\HPSKDVLV± as 
well as footnotes to develop key cultural terms in more detail.135 When describing 
the work of Baba Coaja, spinning golden threads for bridal veils, there is the 
IROORZLQJIRRWQRWHµWKHEULGDOYHLORI5RXPDQLDQJLUOVLVFRPSRVHGRIDVKRZHU
RIORRVHJROGHQWKUHDGV¶136  
Whilst the translations can be attributed to Strettell, the decision to 
incorporate footnotes cannot: 6\OYD¶V *HUPDQ version of the stories, Pelesch 
Märchen, also included explanations for readers. Footnotes are found for the same 
cultural terms in both the English and German-language versions of the stories. 
They also WDNH WKH VDPH IRUPDW )RU H[DPSOH LQ µ9LUIXO&X'RU¶ WKH µKora¶ is 
explained in the footnotes DV µHLQ 7DQ]¶ µD GDQFH¶ DQG µRLW]D¶ LV µ6FKlIFKHQ¶
µOLWWOH VKHHS¶. 137  Similarly, $OED¶V QDPH LQ µ'LH +H[HQEXUJ¶ µ7KH :LWFK¶V
6WURQJKROG¶LVWUDQVODWHGDVµGLH:HLH¶in the main body of the story.138  
                                                 
134&DUPHQ6\OYDµ7KH3HDNRI/RQJLQJ¶Good Words, January 1891, p. 89.  
135&DUPHQ6\OYDµ7KH:LWFK¶V6WURQJKROG¶WUDQVE\$OPD6WUHWWHOOLQLegends from River and 
Mountain (London: George Allen, 1896), p. 104. 
136Ibid. 
137&DUPHQ6\OYDµ9LUIXO&X'RU¶LQPelesch Märchen (Leipzig: Wilhelm Friedrich, 1883), p. 9; 
p. 15.  
138&DUPHQ6\OYDµ'LH+H[HQEXUJ¶LQPelesch Märchen, p. 158. 
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With this in mind, it is likely that the lack of footnotes in the magazines is 
again connected to space. Incorporating footnotes would result in the story 
spanning more pages in total. In order to conserve money ± and to maintain a 
wider range of material in its issue ± the magazine has therefore omitted these 
details. This decision could also be a reflection on the intended readership: it is 
possible that such terms were seen as potentially confusing for readers. This is 
supported by the fact that these short stories were published in a number of 
magazines that were primarily aimed at the so-called inferior sex, including the 
/DG\¶V5HDOP the Queen, the :RPDQ¶V:RUOG and, in this case, Good Words.  
5HDGHUV¶ SHUFHLYHG FRPSUHKHQVLRQ OHYHOV PLJKW DOVR H[SODLQ ZK\ WKH
QDPHVRIWKHPDLQFKDUDFWHUVKDYHEHHQDOWHUHG,QWKHYHUVLRQRIµ7KH3HDN
RI/RQJLQJ¶WKHSULQFLSDOSURWDJRQLVWVDUH,RQHODQG,UHQD, but in the 1896 version 
WKH\ DUH -RQHO DQG ,ULQD 7KH QDPH µ,UHQD¶ LQ WKH  HGLWLRQ LV FORVHU WR WKH
anglicised YHUVLRQRIWKHQDPHµ,UHQH¶ZKHUHDVµ,ULQD¶IURPWKHYHUVLRQLV
the traditional Romanian spelling. Interestingly, the characters in the German 
version of the story in Pelesch Märchen are also called Jonel and Irina. As with 
the removal of the Romanian language, this detail further supports the argument 
that the periodicals wished to downplay the Romanian emphasis of the story. 
Although this would not reflect the aforementioned revival of interest in folktales, 
the removal of cultural references and elements of the Romanian language might 
have been designed to encourage British readers to engage more deeply with the 
story by making it appear more closely connected to their own society. By 
implication, therefore, the reader of Legends from River and Mountain has an 
alternative motive for buying the collection. The inclusion of notes presents the 
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stories in a more scholarly context and the reader who could afford to buy this 
edition was clearly interested either in Sylva, Romania and/or folktales in general. 
They would actively want to learn about the culture and its traditions, which were 
laid out in footnotes for their perusal.  
This might also explain why the 1896 volume is more archaic in terms of 
language. A good example of this is the comparisoQRIµ7KH:LWFK¶V&DVWOH¶ with 
µ7KH:LWFK¶V6WURQJKROG¶. When Baba Coaja discovers that her daughter Alba has 
woven only good thoughts into the golden thread, she reacts violently: 
[...] when Baba Coaja returned she became wild and furious. 
Beating her daughter PHUFLOHVVO\ VKHFULHG µ1HYHUVKDOO\RXZHG
until you find the threads you spun yourself.139 
 
But when Baba Coaja came home she was very wroth, and beat her 
daughter unmercifully, saying, as she threw the thread upon a heap 
ZLWKWKHUHVWµThou shalt never wed until thou canst tell thine own 
spinning apart again!140     (My emphasis) 
 
The italicised words in the second example indicate the level of antiquated 
language which has been incorporated into the 1896 version of the story, in sharp 
contrast to that from ,WLVSRVVLEOHWKDW6WUHWWHOO¶VGHFLVLRQKHUHLVconnected 
to the folktale genre: the language may be a reflection of the fact that these 
folktales are describing the ancient myths and legends of Romania. The collection 
is marketed as part of the folktale tradition and thus attempts to create a sense of 
authenticity through its linguistic style.  
Linguistic choices also affect the way in which readers engage with the 
WH[WDQGWKHFKDUDFWHUV)RUH[DPSOHLQGHVFULELQJ,UHQD¶VHQFRXQWHUZLWK,RQHODW
WKHEHJLQQLQJRIWKHVWRU\WKHYHUVLRQVWDWHVWKDWVKHµIHLJQHGWREHZKROO\
                                                 
139&DUPHQ6\OYDµ7KH:LWFK¶V&DVWOH¶English Illustrated Magazine, January 1894, p. 354.  
140&DUPHQ6\OYDµ7KH:LWFK¶V6WURQJKROG¶S 
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XQFRQVFLRXVRIKLVDUGHQWJD]H¶141 This implies a degree of manipulative agency 
in Irena ± she is aware of his affection but is pretending to be oblivious. The 1896 
version iVPRUHVXEWOHLQWKLVUHVSHFW,ULQDµGLGQRWVHHPWRQRWLFHKLPDWDOO¶142 
7KH LQVLQFHULW\ LPSOLHG WKURXJK WKH XVH RI µIHLJQHG¶ LQ WKH  YHUVLRQ LV QRW
emphasised as strongly here. Instead, Irina simply did not see him. Variants such 
as this affect the UHDGHU¶V comprehension of characters and understanding of the 
story. Readers must now question whether Irena was intended to be a 
manipulative and ultimately destructive female, or whether she is innocent of such 
accusations. This distinction may have ramiILFDWLRQVIRUWKHUHFHSWLRQRI6\OYD¶V
work and in this instance, her engaJHPHQW ZLWK WKH µ:RPDQ 4XHVWLRQ,¶ WR EH
discussed in Chapter Four.  
Differences in approach to translation across multiple versions of a story 
may thus present a contradictory view of 6\OYD¶V ZRUN. Certain elements have 
been downplayed during the process of translation and of editing the story for 
publication in a newspaper or magazine, which may have UHVXOWHGLQ6\OYD¶VZRUN
being viewed as less complex than was intended. It is unclear ± due to the lack of 
available manuscripts ± whether the stories were originally short and lengthened 
for book publication, or whether they were cut down for the periodical press. 
*LYHQ WKDW WKH *HUPDQ YHUVLRQ RI µ9LUIXO &X 'RU¶ DOVR KDV D ORQJHU IRUPDW, 
GHVFULELQJ -RQHO¶V DGYHQWXUHV ZLWK WKH µ%HUJPlQQOHLQ¶ µlittle men of the 
mountain¶ LW LV most likely that the stories in the British periodicals were 
intentionally shortened. It is unclear, however, whether Sylva consented to this 
                                                 
141&DUPHQ6\OYDµ7KH3HDNRI/RQJLQJ¶S 
142&DUPHQ6\OYDµ9LUIXOFX'RU¶LQLegends from River and Mountain, p. 40. 
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editing, although, as noted earlier, critics have mentioned her involvement in 
Thoughts of a Queen.  
TKURXJKUHDVVHVVLQJ6\OYD¶VZRUN and examining the formats it took, we 
gain insight into the reading habits of the British public as well as the inner 
workings of the magazine DQG QHZVSDSHU LQGXVWU\ 6\OYD¶V ZRUN ZDV QRW RQO\
published frequently in periodicals, but the material was shaped in order to suit 
the intended audience. The removal or alteration of elements of these stories may 
have had a detrimental effect on her literary status, but it also reaffirms that 
6\OYD¶V SUHVHQFH H[WHQGHG EH\RQG WKH ODUJHU YROXPHV VKH SXEOLVKHG 6KH ZDV
accessed and appreciated by a range of readers.    
 
3.6. Other. 
 
This final category is somewhat miscellaneous. It contains results of some 
significance, which are nevertheless limited in number. These include images of 
Sylva, her musical links and obituaries. Although they broaden our understanding 
RI6\OYD¶V SUHVHQFH LQ fin de siècle Britain, the amount of relevant information 
they contain, as well as the relatively small scale of the results returned ± in 
comparison with advertisements and reviews ± has resulted in them being grouped 
together here.  
Images of Sylva, for example, not only indicate British interest in her, but 
also reaffirm the argument that emphasis on her as a well-known royal figure may 
have detracted from engagement with her literary works. The decision by some 
publications to print an image of Sylva for their readers is an interesting one, 
although only accounting for a small number of results. A little over a month after 
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6\OYD¶V FRURQDWLRQ DV the Queen of Romania, a sketch of her appears in the 
Graphic.143 She faces her husband across a double page spread and beneath them 
are a series of unconnected images: a sketch of CleopaWUD¶V1HHGOHRQWKH7KDPHV 
and another of soldiers digging trenches. Whilst interest in the couple did not 
warrant a full page spread, it was worthy of some notice for this magazine. These 
illustrations are a way of introducing their readers to what the magazine considers 
to be important international occurrences.  
Three other images published between 1890 and 1899 focus solely on 
Sylva. The overall title for the images always includes a UHIHUHQFHWR6\OYD¶VUR\DO
status and the pictures reflect this emphasis. The image of Sylva produced in 
Tinsley¶V Magazine in October 1890 is that of a well-dressed young woman with a 
medal pinned to her dress ± perhaps the medal she received after the Russo-
Turkish War ± DOEHLW ZLWKRXW D FURZQ RU WLDUD 6\OYD¶V SRVH LQ WKH other two 
images is similar, but she is significantly older and wearing what appears to be 
authentic Romanian dress. Interestingly, the photograph reproduced in the Review 
of Reviews in October 1890 appears identical to that shown seven years later in 
the Quiver. The periodical provides information underneath the image, which 
reveals that it was taken in Llandudno, clearly corresponding ZLWK 6\OYD¶V VL[-
week stay in 1890.144 The only difference between the image published in 1890 
and that from 1897 is that the latter features a facsimile of her signature 
underneath the photograph ± spelt incorrectly ± and the image is attributed to a 
different photographer: A. Manders rather than T. Edge.145 Arthur Manders (dates 
unknown) and Thomas Edge (1820-1900) were Llandudno-based photographers 
                                                 
143Untitled illustrations, Graphic, 2 June 1881, p. 12-13.  
144$QRQ\PRXVµ7KH3KRWRJUDSKVRIWKH0RQWK¶Review of Reviews, October 1890, p. 379.  
145$QRQ\PRXVµ&DUPHQ6\OYD± 7KH3RHW¶Quiver, January 1897, p. 770. 
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and the editorial decision made by the Quiver to print an image seven years after 
it had initially been taken, rather than using a more recent photograph, may be 
connected to this fact. As the photograph was taken in Britain, it is likely that it 
would be more readily accessible ± and cheaper ± than one that came from 
Romania or another foreign source. It is likely that a number of British 
photographers had access to Sylva in 1890, but the similarity of pose, dress and 
background suggests that these two images were produced at the same time, in the 
same place. This in turn implies that an official photograph was arranged to 
FRPPHPRUDWH6\OYD¶V time in the town, reinforcing, as I argued in Chapter Two, 
the significance of her visit.   
There was already a British fascination with the monarchy as a result of 
4XHHQ9LFWRULD¶V UHLJQ VKHDQGKHUKXVEDQGKDGFKDQJHG WKHSHUFHSWLRQRI WKH
royal family and their role in society by embracing the influence of the media and 
the impact of new technology. Royal images appeared frequently in journals, 
FUHDWLQJZKDW-RKQ3OXQNHWWKDVWHUPHGµWKHUR\DOFXOWXUHLQGXVWU\¶QHZVSDSHUV
and prints and photographs ± the first of which was produced in 1860 ± offered 
the British public unprecedented access to royal life.146 7KLVµLQGXVWU\¶ permeated 
British society as the press began to shape the meaning of the monarchy. By the 
1850s, royal tours and corresponding press coverage were a standard feature of 
British society and an accepted model for future rulers. It is therefore unsurprising 
WKDWWKH3UHVV¶VHQJDJHPHQWZLWK6\OYDIROORZVDVLPLODUIRUPDW 
Despite these speculations, the inclusion of images confirms that the 
%ULWLVK SXEOLF ZHUH DZDUH WKDW µ&DUPHQ 6\OYD¶ ZDV WKH nom de plume of the 
                                                 
146Plunkett, p. 7. 
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Queen of Romania. Her royal status was acknowledged in the description of the 
image, as well as in the attitude and style of the photograph itself. This argument 
is supported by images of Sylva from the early twentieth century. Black & White, 
for example, featured a number of photographs of Sylva and her immediate 
family. There was a double-SDJHVSUHDGLQFKURQLFOLQJWKHµEXV\DQGXVHIXO
OLYHV¶RI6\OYDDQGKHUKXVEDQG.LQJ&DURO is mentioned first, but Carmen Sylva 
is the dominant force. She appears in seven of the nine photographs, in contrast to 
two of her husband ,Q NHHSLQJ ZLWK WKH LGHRORJ\ RI µUR\DO SRSXOLVP¶ WKDW
developed around Queen Victoria as the morally upstanding centre of the 
community, HPSKDVLVLVSODFHGRQ6\OYD¶VFKDULWDEOHDVZHOODVFUHDWLYHZRUN147 
She is photographed visiting the peasants and talking with a blind child in her 
palace. There is also a photograph of a statue GHGLFDWHGWR6\OYD¶VLQYROYHPHQWLQ
the Russo-Turkish War. The photographs show her at work at a desk, practising 
the piano and PDNLQJ WLPH IRU µWKH PRUH HVVHQWLDOO\ IHPLQLQH RFFXSDWLRQ RI
QHHGOHZRUN¶148 These images serve an ideological function ± the woman whose 
work and life were seen to lack decorum has been reconfigured as the ideal 
woman. Although her literary capabilities are mentioned, they are again subsumed 
by her status as a royal figurehead.  
Three years earlier, another revealing image had been published, this time 
of Princesses Elizabeth (1894-1956) and Maria (1900-1961) of Romania. The 
particularly interesting feature RI WKLV SKRWRJUDSK LV LWV WLWOH µ&DUPHQ 6\OYD¶V
                                                 
147Plunkett, p. 10. 
148$QRQ\PRXVµ707KH.LQJDQG4XHHQRI5RXPDQLD7KHLU%XV\DQG8VHIXO/LYHV¶Black & 
White, 29 December 1906, p. 845. 
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*UDQGFKLOGUHQ¶149 The WLWOH LVPLVOHDGLQJ DV 6\OYD¶V daughter had died in early 
childhood. The children in the picture are the daughters of Prince Ferdinand and 
his wife, Marie, mDNLQJWKHP6\OYD¶VJUHDW-nieces. However, the significance of 
the photograph stems from the connection to Sylva. Rather than describe the 
children through their connection to the British monarchy ± their great-
grandmother, Queen Victoria, had died only two years previously ± this magazine 
aligns them with Carmen Sylva. This decision implies that their connection to 
Sylva is more noteworthy than their British relations, or even that of their own 
parents, whose names are simply listed at the bottom of the page. The prominence 
RI6\OYD¶s connection indicates not only the interest of the magazine, but also of 
their readers: the British public were more intrigued by relatives of Carmen Sylva 
± who at this point had not visited Britain for thirteen years ± than the links to 
their own royal family.  
 
Another set of results worthy of note, albeit less relevant to this study, is in 
the context of music. References of this nature predominantly occur in the first 
WKUHH GHFDGHV RI 6\OYD¶V British literary career. Then, as with all other relevant 
references to her, the number of results drastically reduces. They are primarily 
found in publications that have a musical focus, such as the Musical Standard, the 
Musical Times and Singing Class Circular and the Musical World and fall into 
two categories: references to the librettos that Sylva wrote, or poems by, or 
associated with her, that were set to music. It is important to emphasise that most 
of the poems set to music were not written by Sylva ± despite the descriptions 
                                                 
149$QRQ\PRXVµ&DUPHQ6\OYD¶V*UDQGFKLOGUHQ¶ Black & White Illustrated Budget, 8 August 
1903, p. 595. 
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used by the authors of the articles ± and were often taken from The Bard of the 
Dimbovitza series.  
The beginning of musical references to Sylva is approximately March 
1893. The poems initially mentioned were originally written by Sylva and were 
set to music by German composer August Bungert, who became acquainted with 
Sylva in 1889. An article from the Magazine of Music UHIHUHQFHV6\OYD¶Vµ5KHLQ-
&\FOXV¶ KDYLQJ EHHQ VHW WRPXVLF E\ %XQJHUW DQG SHUIRUPHG LQ%HUOLQ E\ /LOOL
Lehmann (1848-1929) µ*HUPDQ\¶V JUHDWHVW GUDPDWLF VLQJHU¶150 The author also 
SDVVHV FULWLFDO MXGJHPHQW FRPPHQWLQJ WKDW VRPH RI WKH VRQJV µGHVHUYH WR UDQN
KLJK¶ 151  7KHVH VRQJV OLNHO\ VWHPPHG IURP 6\OYD¶V YROXPH RI SRHPV DERXW
various locations and towns along the Rhine: Mein Rhein.152 Whilst the poems in 
Mein Rhein were never published in English, they could be accessed by the 
British public, albeit in an alternative format: set to music and performed at 
concerts around Britain, particularly in London. In February 1899, for example, 
an unnamed critic describes a concert at St -DPHV¶V+DOOLQ/RQGRQZKHUHWKUHH
songs by Sylva were performed.153  
This is continued in later years. In 1900, musical references to Sylva are 
connected to the English composer Sir Hubert Parry (1848- DQG WKH µQHZ
VRQJ¶KH composed for a Birmingham PXVLF IHVWLYDO3DUU\¶V music was in fact 
FRPSRVHGDURXQGµ7KH6ROGLHU¶V7HQW¶ZKLFKDVSUHYLRXVO\PHQWLRQHGKDGEHHQ
published in the New Review in 1890 and was part of the first series of The Bard 
of the Dimbovitza. Crucially, this poem was attributed to Sylva: the anonymous 
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152Carmen Sylva, Mein Rhein (Leipzig: Adolf Titze, 1884). 
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159 
 
DXWKRUVWDWHVWKDWµ6LU+XEHUW3DUU\KDVFRPSRVHGDQ³RUFKHVWUDOVRQJ´WRZRUGV
E\WKH4XHHQRI5RXPDQLD>@(QWLWOHG³7KH6ROGLHU¶V7HQW´LWLVWUDQVODWHGIURP
&DUPHQ6\OYD¶V³%DUGRIWKH'LPERYLW]D´¶154 Every article discussing Parry and 
this poem credits Sylva with its authorship. In doing so, they undermine the 
advertising produced by British publishers for The Bard of the Dimbovitza, which 
cite Sylva as a translator, rather than author.  
Over twenty years later, Alfred Kalisch makes the same association. His 
article discusses a FRQFHUWDWWKH4XHHQ¶V+DOOLn London, where five poems from 
µ$UQROG%D[¶Vsong-F\FOHIURP&DUPHQ6\OYD¶V³%DUGRIWKH'LPERYLW]D´¶ZHUH
performed. 155  Again, Kalisch overlooks the decades of advertising for this 
volume, yet PDNHVQRPHQWLRQRIWKHIDFWWKDWµ&DUPHQ6\OYD¶LVDSHQ-name. Nor 
does he give any indication of the royal personage behind it. It is possible to infer 
that Sylva is now such a recognisable figure that further explanation is not 
neceVVDU\+RZHYHU.DOLVFK¶VDUWLFOHZDVZULtten five years after her death and it 
seems peculiar that when Sylva was alive and actively producing new material, 
critics stressed her royal status alongside her pen name. It is perhaps more likely 
that Sylva had started to be forgotten by this point and that Kalisch simply did not 
UHDOLVHWKDWµ&DUPHQ6\OYD¶ZDVDSVHXGRQ\P  
These articles provide evidence of 6\OYD¶V ZRUN ± and work she had 
collaborated on ± reaching a wider audience through the medium of music. This is 
supported by the fact that her musical endeavours were consistently recognised by 
British critics, writing about concerts both at home and abroad, even if they 
falsely attributed authorship to her in certain cases. This is furthered by the 
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knowleGJHWKDW6\OYD¶VSRHPVRQFHWUDQVIRUPHGLQWRVRQJVZHUHWKHQSXEOLVKHG
in collections for the pianoforte RU IRU VLQJLQJ 6\OYD¶V ZULWLQJ DOEHLW LQ DQ
alternative form, was thus made accessible to the British public. However, it is 
also possible that the oversights in such articles contributed to her eventual 
REVFXULW\ LI 6\OYD¶V contemporaries could not decide which works were 
originally hers, then a literary reputation could not be maintained.  
The remaining musical references FRQFHUQ 6\OYD¶V libretto-writing and 
collaboration with composers. The majority found in the 1880-1889 period are 
about her work with the Swedish composer Ivar Hallström (1826-1901) and their 
opera, Neaga. 7KHVH UHIHUHQFHVDOZD\VDFNQRZOHGJH WKDW µ&DUPHQ6\OYD¶ LV WKH
pseudonym of the Queen of Romania, thus maintaining the overall impression that 
the British press and, by extension, the British publLF ZHUH DZDUH RI 6\OYD¶V
status. The title of this particular opera appears to be Romanian in origin and, as 
later references reveal, the work was translated into Swedish before being 
performed at the Stockholm Theatre Royal. It is therefore likely that Sylva wrote 
the libretto in Romanian or in her native German.156 Sylva also wrote a short story 
by the same title in A Roumanian Vendetta and Other Stories and it seems likely 
that there is a connection between the two, with the libretto being based on the 
short story, or vice versa.  
The opera was reviewed favourably in 1885, with an anonymous critic 
complimenting the melodies and commentinJ WKDW 6\OYD¶V OLEUHWWR ZDV
µXQGHUVWDQGDEOH WR WKHSHRSOH¶± FRQWUDGLFWLQJHDUOLHUFULWLFLVPVRI6\OYD¶VZRUN
as out of touch with the common man.157 These articles reveal that Sylva travelled 
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to Stockholm in November 1884 to witness the first performance and that it was 
still being performed in 1889. These later references also hint that Hallström and 
Sylva collaborated on another opera, based on a Swedish legend. Unfortunately, 
none of the articles provide the name of this new collaboration or state whether it 
was ever performed. Nine years later, an article from the Musical News refers to 
the performance of an opera by Sylva and Hallström entitled Sfinxen, which may 
be connected to this, but provides no further detail.158  
Other musical collaborations describe Sylva working alongside Prince 
Alfred (1844-1900), the Duke of Edinburgh and the father of her eventual 
successor, Princess Marie, RQ DQ µLQWHresting piece of joint-royalty¶ in the 
1890s.159 She is also reported to have collaborated with Prince Ludwig Ferdinand 
of Bavaria (1859-1949) on a piece entitled Ullranda in the early twentieth century 
as well as with American-born composer, violinist and child prodigy Florizel von 
Reuter (1890-1985) in around 1904. Unlike the references to Hallström and 
Neaga, however, no further information is provided about performance dates or 
reviews. This indicates that these collaborations may have been limited to 
rumours and speculation and never came to fruition. That Sylva was the subject of 
such articles, even when the authors were not sure of their facts, nevertheless 
indicates the extent of her popularity and presence in British literary culture.  
The importance of these musical references thus operates on a number of 
OHYHOV6LPSO\SXWWKH\VKRZWKDW6\OYD¶V creative interests did not lie solely with 
short stories, novels and poetry, but also extended to librettos. They also reinforce 
LQIRUPDWLRQ WKDW KDV DOUHDG\ EHHQ JOHDQHG DERXW 6\OYD¶VZRUNLQJ SUDFWLFHV VKH
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would collaborate with other artists and, with regard to August Bungert in 
particular, would produce poems designed for him to set to music.160 They also 
LQGLFDWHWKHDOWHUQDWLYHZD\VWKDWWKH%ULWLVKSXEOLFFRXOGDFFHVVDQGHQMR\6\OYD¶V
work: listening to it at concerts or learning to perform it for themselves. On a 
larger scale, these results reflect the sustained interest of the British press in 
international events. The British reading public was not insular in its interests: 
European figures and events constituted a significant part of the content of British 
publications and Carmen Sylva was one of the frontrunners.  
This suggestion is given further weight whHQUHSRUWVRI6\OYD¶VGHDWKDUH
considered. Obituaries are another useful way of investigating British perceptions 
of Sylva and how she was discussed immediately after her death. They may also 
provide insights into why she and her work faded from recognition in later years. 
Sylva died on 2 March 1916 and one of the first British obituaries appeared in the 
Athenaeum¶V µ1RWHV DQG 1HZV¶ FROXPQ RQ  0arch. This early obituary, 
however, is not as clear as the more traditional obituary for public servant and 
folklorist Sir Lawrence Gomme (1853-1916), as shown below: 
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Fig. 5. $QRQ\PRXVµ1RWHVDQG1HZV¶Athenaeum, 16 March 1916, p. 107. 
 
 The author only hints at 6\OYD¶VGHDWKE\UHIHUULQJWRKHULQWKHSDVWWHQVH
7KLVLVDQREYLRXVFRQWUDVWWR*RPPH¶VRELWXDU\ZKHUHWKHGHDWKLVPDGHH[SOLFLW
and includes a date. 
A month later, two obituaries were published in the same issue of the 
Review of Reviews. One is a simple list of the people who passed away between 
 )HEUXDU\ DQG 0DUFK  RI ZKLFK µ4Xeen-Dowager Elizabeth [sic] of 
5RXPDQLD ³&DUPHQ6\OYD´,¶ZDVRQH161 The other is more detailed, including 
an image as well as a commentary on her life, work and death.162 Yet, in a similar 
manner to Fig. WKLVLVDOVRLQFOXGHGDVSDUWRIDODUJHUDUWLFOHµ7KH3URJUHVVRI
tKH:RUOG¶ZDVD UHJXODU IHDWXUH WKDWGLVFXVVHG international events and current 
affairs; tKDW6\OYD¶s obituary is included in this and also ends the article, seems 
worthy of note. Her death is marginalised and incorporated into the broader 
category of recent European events, even if these were incidents that had been 
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deemed particularly significant. It seems that the limited engagement with Sylva 
after her death marked the beginning of her marginalisation in Britain: interest 
faded once she was not physically visiting the country or publishing new material.  
µ7KH 3URJUHVV RI WKH :RUOG¶ KLJKOLJKWV 6\OYD¶V FKDULWDEOH ZRUN DQG LV
cautious about her litHUDU\ FDSDELOLWLHV FRPPHQWLQJ WKDW KHU µOLWHUDU\ JLIWV KDYH
been widely recognised and, although perhaps in a lesser personage they would 
have been less highly praised, they undoubtedly raised the literary standard of 
FRQWHPSRUDU\ UR\DOW\¶ 163  This critical judgement has already been mentioned 
with regard to WKH UHYLHZV RI 6\OYD¶V ZRUN DQG DV ZLWK PDQ\ Drticles that 
recognise the bias surrounding her royal status, this particular reviewer also 
VXFFXPEV WRFRQWUDGLFWLRQ LQKLVKHU ILQDO OLQHV VWDWLQJ WKDW µto be known to the 
world as Carmen Sylva and not as Queen Elizabeth of Roumania [sic] was the 
VXUHVW VLJQRIKHU JUHDWQHVV¶164 As has been argued throughout this chapter, the 
unavoidable link between Carmen Sylva as a writer and her royal status has 
constituted a large part of the engagement with her. At times it has been suggested 
that interest in her would have lessened had she not been a high society figure, 
with equally high society acquaintances. For one of the final references to Sylva 
to imply that she was primarily known as a writer, rather than a queen, is a 
contradiction that summarises the inconsistencies and confusion that have 
VXUURXQGHG6\OYD¶VZRUNVLQFHWKHEHJLQQLQJRIKHUOLWHUDU\FDUHHU 
 
This chapter has shown that Carmen Sylva was a figure who divided 
critics. They were at odds over defining her place in literary culture ± in Britain 
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and on an international level ± as well as when engaging with her work itself. 
Their inability to differentiate between queen and writer, or to distance her status 
from her literary productions, may have affected her eventual marginalisation: she 
faded from interest because nineteenth-century critics could not decide how to 
categorise her within their literary culture. Whilst highlighting factors in her 
marginalisation, this chapter has also shown that Sylva had a substantial literary 
presence in Britain. Reviews and advertisements were not limited to specific 
volumes or genres, but considered the full range of her oeuvre. Her work was not 
discussed in isolation, but was compared ± often favourably ± with other writers.  
Recuperation should therefore occur as part of a reassessment of a well-
known and popular writer, who may have caused disagreement amongst critics, 
but who was an obvious part of British literary culture. Sylva was a writer whose 
personal life at times overshadowed her writing, but whose work still merited 
critical consideration. The following chapter will develop this argument in more 
detail, focusing specifically on her short stories ± the genre in which she was the 
PRVW SUROLILF &RQVLGHULQJ WKH µ:RPDQ4XHVWLRQ¶ DV RQH RI WKHPRVW SUHYDOHQW
WKHPHV LQ 6\OYD¶V ZRUN ZLOO LQGLFDWH QRW RQO\ IXUWKHU DUJXPHQWV LQ IDYRXU RI
recuperation, but also how the content of her work may have contributed to her 
currently marginalised status. Sylva may have divided critics, but she also appears 
to have divided herself when attempting to engage with topical issues. Her literary 
endeavours, like aspects of her life, continue to defy categorisation.  
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Chapter Four. µ7KHUHLVDUHSXOVLYHJRRGQHVVDVZHOODVDQ
DWWUDFWLYHZLFNHGQHVV¶&DUPHQ6\OYDDQGWKHµ:RPDQ
4XHVWLRQ¶ 
 
6LPRQ(OLRWGLVFXVVLQJWKHVHULDOLVDWLRQRIWKHQRYHOQRWHVWKDWµ9LFWRULD¶V
reign was not, in publishing terms at least, going to be characterised by the book, 
EXWUDWKHUE\WKHQHZVSDSHURUPDJD]LQH¶1 For many if not most writers, as I have 
noted, the periodical press was the first step in presenting their work to the public. 
This was not just common practice for novels. The short story, an increasingly 
popular genre in the later decades of nineteenth-century Britain, was also well-
suited to publication in periodicals. Although it did not originate in the fin de 
siècle, it was in these decades that short fiction reached new heights of popularity 
and began to attract serious critical attention.2  
The increasing popularity and prominence of this genre should be viewed 
in conjunction with the commercial expansions, technological improvements and 
legal changes that occurred during the period. Developments in print technology 
resulted in the production of machine-made paper, which in turn reduced the 
production time and costs for both the newspaper industry and the book trade. 
Repeals of the mid-Victorian taxes on paper meant that newspapers and 
magazines were cheaper to produce and to buy. This resulted in a rapid expansion 
of the magazine market. Magazines increased in frequency as well as number, 
with many monthly magazines becoming weeklies or even dailies. As a result, 
there was a higher demand for literary material and an increased opportunity for 
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writers to make money from their work. By regularly publishing short fiction in 
the periodical press, writers could now sustain themselves financially whilst they 
worked on longer novels.3  
&DUPHQ6\OYD¶Voeuvre is dominated by short stories. Six collections were 
published in English during her lifetime and at least fifteen individual stories were 
accepted by British periodicals. 4  British publishers later incorporated at least 
seven of these stories into larger collections. As I indicated in Chapter Two, these 
stories were rendered into English by a number of translators, which resulted in 
linguistic variants between the version published in the periodical press and its 
counterpart in book form. However, givHQWKDWWKHIRFXVRIWKLVWKHVLVLV6\OYD¶V
recovery in terms of British culture, this chapter will focus solely on the English-
language stories and will not compare them with German or Romanian versions.  
*LYHQ6\OYD¶VSUHGLVSRVLWLRQWRFKDULWDEOHSURMHFWs, it seems likely that her 
preference for the short story was strategic: the popularity of the genre provided 
an ideal opportunity to generate funds that she could then reinvest in the 
institutions she had founded. It would also prove a useful genre within which to 
forge a career and literary reputation, providing access to what Winnie Chan has 
GHVFULEHGDVDµFRPPXQLW\RIWDVWH¶5 By this, Chan refers to the large readerships 
cultivated by the magazines and periodicals themselves. Should the stories prove 
popular, readers might then be more inclined to purchase her work as a self-
FRQWDLQHG YROXPH ,I WKLV ZDV LQGHHG WKH SODQ IRU 6\OYD¶V SXEOLFDWLRQV WKHQ LW
seems to have proved successful. Of the stories she submitted to the periodicals, 
                                                 
3-RVHSK0)ORUDµ,QWURGXFWLRQ,¶LQThe English Short Story 1880-1945. A Critical History, ed. by 
Joseph M. Flora (Boston: Twayne Publishers, 1985), xv. 
4See Appendix Five. I have concentrated on British publications, but stories I have found in 
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5Chan, xix. 
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five, as I noted in the previous chapter, became part of Legends from River and 
Mountain. Another two can be found in A Roumanian Vendetta and Other Stories. 
Publishing a short story in a periodical thus allowed a hitherto unknown 
writer or, like Sylva, a writer known more for her personal celebrity than her 
literary endeavours, to reach D UDQJH RI UHDGHUV$OWKRXJK&KDQ VWDWHV WKDW µWKH
average short story could not, by virtue of its increasingly specialised publication 
IRUPDW DORQH SUHVXPH D FRPPRQ UHDGHU¶ FRQVLGHUDWLRQ of these various 
magazines might help to ascertain the implied reader. 6  For example, as was 
mentioned in the previous chapter, WKH PDMRULW\ RI 6\OYD¶V VKRUW VWRULHV ZHUH
published in periodicals with a predominantly female readership: the Queen, the 
Woman¶V :RUOG, Belgravia, Good Words and the /DG\¶V 5HDOP. These were 
popular periodicals, aimed at the respectable, church-going, middle-class family 
DQGWKHµJHQWHHOODG\¶5HFRJQLWLRQRIWKLVUHDGHUVKLSPLJKWDOORZXVWRDVFHUWDLQ
both the reasons for her success in this genre, as well as the reasons behind her 
eventual marginalisation. Her readership expanded as a result of publication in 
WKHVH SHULRGLFDOV EXW KHU DVVRFLDWLRQ ZLWK µ/DG\¶V 0DJD]LQHV¶ PD\ KDYH
contributed to her endeavours being dismissed by authors and critics who 
expected the short story to be more experimental in approach and content. 
$GULDQ+XQWHU IRU H[DPSOH QRWHV WKDW µODWHU9LFWRULDQ DXWKRUV EHJDQ WR
think more strategically about WKHDUWRIZULWLQJ³VKRUW´. [...] Out went traditional 
methods of plotting and characterisation, and in came a new roster of narrative 
concepts: implication, ambiguity, suggestion, dilation and, above all, 
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SORWOHVVQHVV¶7 +XQWHU HTXDWHV µSORWQHVVQHVV¶ ZLWK DUW DQG OLWHUDULQHVV EXW DV ,
argued in the introduction to this thesis, the subjectivity associated with terms 
such as this, tied to the value placed on Modernist short fiction, makes this link 
WHQXRXV7KHDELOLW\WRFUHDWHSORWVDQGFKDUDFWHUVLVDUJXDEO\SDUWRIWKHµDUW¶RI
fiction and the mark of a successful narrative, whether that is within a novel or a 
VKRUWVWRU\)XUWKHUPRUHLIZHGHILQHµSORWOHVVQHVV¶DVWKHDEVHQFHRIDVHTXHQFH
of events within a story, then the idea becomes more problematic and is not 
applicable to all late Victorian writers, Carmen Sylva included. Consider Vernon 
/HH¶V µ/DG\7DO¶  RU.DWH&KRSLQ¶V (1850-1904) The Awakening (1899): 
there may be experimental aspects to these stories, but there are also characters, 
events and developments within the narrative. Whilst it is certainly true that the 
development of the short story led to changes in style and technique as a result of 
WKH JHQUH¶V QHZ-found brevity, the suggestion that this was at the expense of 
characterisation and plot is too simplistic. These features may not be as developed 
as in a triple-decker novel, but they are undoubtedly present and, with regard to 
6\OYD¶VZRUNDQGUHFXSHUDWLRQDUHSivotal in understanding her short fiction, her 
readership and how her literary presence developed in Britain.  
6\OYD¶V ZRUk also appeared in magazines designed to appeal to middle 
class readers, such as London Society, the Fortnightly Review and the Strand 
Magazine. The last, under the editorship of founder and publisher George Newnes 
(1851-1910), broke with the tradition of serializing novels and restricted its fiction 
to short stories. The issue of May 1896 LQFOXGHG6\OYD¶Vµ)LGHOLW\¶7KHPDJD]LQH
initially published translated stories from the continent, which may have been one 
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RI WKH UHDVRQV ZK\ 6\OYD¶V ZRUN ZDV DFFHSWHG alongside that of German 
Romantics such as Clemens Brentano (1778-1842) and Wilhelm Hauff (1802-
1827). However, popular British authors such as E. Nesbit, L.T. Meade (1844-
1914) and Arthur Conan Doyle (1859-1930) also looked to the magazine to make 
a living, due to its liberal treatment of contributors and high rates of pay.8 Having 
SXEOLVKHG&RQDQ'R\OH¶V6KHUORFN+ROPHVVWRULHVWKHPDJD]LQHSURYHGSRSXODU
with the reading public, particularly the middle-class audience. Having a story 
accepted by the Strand came to be regarded as a remarkable professional 
achievement and as such, it was a way for Sylva to forge a reputation as a 
professional writer, rather than solely as a royal celebrity figure.  
7KH DSSHDO RI 6\OYD¶V VWRULHV DOVR VWHPPHG IURP KHU GHSLFWion of 
Romania. As was mentioned in the previous chapter and will be discussed in 
Chapter Five, most of the stories that Sylva published in the periodical press could 
be viewed under the subheading of exotic short fiction, which developed as a 
result of the work of writers such as Rudyard Kipling (1865-1936), Joseph Conrad 
(1857-1924) and Robert Louis Stevenson (1850-1894). Their stories, themselves 
part of a wider literary movement and tradition of romantic adventure narratives, 
were set in locations that would be unfamiliar to readers and aimed to dramatise 
WKHµLQGLVSXWDEO\VWUDQJH¶ countries and cultures experienced by their largely male 
travellers.9 6\OYD¶VVWRULHV do not always have this male focus, but in focusing on 
Romanian legends and customs, as well as the exotic dangers of the country, her 
work becomes part of this tradition. Exotic folktales are, however, not the only 
VXEJHQUHZLWKLQ6\OYD¶VVKRUWVWRULHV:KHQDUDQJHRIKHUVWRULHVDUHFRQVLGHUHG
                                                 
8Chan, p. 4. 
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.LSOLQJDQG2WKHUV,¶LQThe English Short Story 1880-
1945. A Critical History, p. 2. 
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including those published solely in book form, there are a number of ways in 
which further to define her work. She wrote fairy tales, some of which appeared in 
the periodical press as well as $5HDO4XHHQ¶V)DLU\%RRN, as well as allegorical 
VKRUW VWRULHV VXFK DV µ3XLX¶ RU WKRVH IRXQG LQ Pilgrim Sorrow. There are also 
stories with sensational or gothic elements, including µ1LQH 'D\V,¶ and what 
might be termed social-problem stories, such as those contained in Shadows on 
/RYH¶V'LDO and A Roumanian Vendetta and Other Stories.  
Yet there is a unifying thread in 6\OYD¶V VWRULHV WKH UROH RI ZRPHQ LQ
society. This coincides with the insights of the Anglo-French journalist and writer 
William Le Queux (1864-1927), who met Sylva in Bucharest. According to Le 
4XHX[6\OYDRQFHH[SODLQHG WKDW µ³QH[W WRSRHWU\ , love a real love-and-crime 
romance. [...] I detest books that deal with sex-problems. They are better left 
XQZULWWHQ$QGUHDOO\\RXU>(QJOLVK@ZRPHQDXWKRUVDUHWKHZRUVWRIIHQGHUV´¶10 
The following chapter will unravel this preoccupation, providing literary links 
ZLWK6\OYD¶VFRQWHPSRUDULHV, as well as her predecessors, in order to indicate how 
her reputation and popularity were established. 
 The term New Woman first entered our popular vocabulary in 1894, a 
year before Sylva published 6KDGRZVRQ/RYH¶s Dial. Yet the position of women 
ZLWKLQ VRFLHW\ KDG ORQJ EHHQ D WRSLF RI GLVFXVVLRQ DQG 6\OYD¶V ZRUN ZDV QR
exception. Her short stories, both in this collection and others, reflect the 
heterogeneous nature of this debate, both in her depiction of strong-minded 
women and their desire for education beyond their current means, as well as in 
those elements of stereotypical, feminine ideals. Female characters are the focus 
                                                 
10Carmen Sylva, cited by William Le Queux in Things I Know About Kings, Celebrities, and 
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of her stories, with male characters having a more limited, albeit influential, role. 
ThHPDMRULW\RI6\OYD¶VVWRULHVDOVRFHQWUHRQDPDUULDJHSORW7KHVHPDUULDJHVDUH
subject to numerous trials and tribulations, including adultery and addiction as 
well as injuries and illness. 
It is due to the scale and diversity of the stories Sylva wrote and published 
in Britain, as well as this interlocking theme of the role of women, that this 
chapter is focused on short fiction. Although Sylva wrote and was published in 
other genres, such as poetry, these volumes are less indicative of her popularity. 
Poetry did not sell as well as fiction, despite being well-respected in terms of 
OLWHUDU\µJUHDWQHVV¶)XUWKHUPRUH WKHPRVWSRSXODUFROOHFWLRQRISRHWU\IURPKHU
oeuvre ± The Bard of the Dimbovitza ± was translated by Sylva into German. She 
had no involvement with the Romanian or the English version and thus had 
limited creative responsibility. In contrast, her short stories, although often 
translated into English, were written by her alone. This agency, coupled with the 
number of stories she produced, sugJHVWVWKDWLWZDV6\OYD¶VSUHIHUUHGPHWKRGRI
literary expression. As such, focusing on her short fiction provides the strongest 
case for her recuperation on literary grounds.  
&RQVLGHULQJ 6\OYD¶V ZRUN LQ WKLV ZD\ also contributes to our 
understanding of critical debates about sex and gender in nineteenth-century 
fiction. Modern criticism in this field has developed to the point where issues of 
gender are no longer seen as a set of oppositional clichés but a series of blurred 
definitions. It is now accepted that gender ideologies were not polarised extremes 
and the same argument can be applied to individual authors and their works. 
Within one author¶s oeuvre or within individual works, is the capacity for both 
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tradition and transgression ± a grey area that creates, in the words of Ann Ardis, 
the µERRPHUDQJ SORWV¶ RI QLQHWHHQWK-century fiction.11 As Sylva summarised in 
Thoughts of a Queen µWKHUH LV D UHSXOVLYH JRRGQHVV DV ZHOO DV DQ DWWUDFWLYH
ZLFNHGQHVV¶12 
The following chapter will attempt to unravel these complications, 
FRQVLGHULQJ 6\OYD¶V HQJDJHPHQW ZLWK WKH UROHV RI ZRPHQ DQG WKH µ:RPDQ
4XHVWLRQ¶ 5DWKHU WKDQ WKH DFFXVDWLRQV RI DXWKRULDO FRQIXVLRQ DQG LQDSSURSULDWH
content that characterised many contemporary reviews of her work, this chapter 
will argue thDW 6\OYD¶V UHFRJQLWLRQ RI WKH SUREOHPDWLF QDWXUH RI fin-de-siècle 
gender debates is evidence of the complex and controversial nature of this area of 
contemporary discussion. 
 
4.1. Carmen Sylva and the ideal woman. 
In order to detail the more radical aspects LQ 6\OYD¶V ZULWLQJ LW LV
necessary first to consider her engagement with a more conventional and 
conservative view of femininity. This involves two broad and recurring themes: 
the dangers of female sexuality and the emphasis on the domestic sphere, where 
women are simultaneously subservient to and dependent on their male 
counterparts.13 
 $OO RI 6\OYD¶V IHPDOH FKDUDFWHUV DUH EOHVVHG ZLWK EHDXW\ EXW KHU PRUH
µGDQJHURXV¶ZRPHQDOVRSRVVHVVDGDUNHUVKDGRZ\QDWXUHZKLFKLVRQO\UHYHDOHG
                                                 
11$QQ$UGLVµ2UJDQLVLQJZRPHQ1HZ:RPHQZULWHUV1HZ:RPHQUHDGHUVDQGVXIIUDJH¶LQ
Victorian Women Writers and the Woman Question, ed. by Nicola Diane Thompson (Cambridge: 
Cambridge University Press, 1999), p. 190. 
12Carmen Sylva, Thoughts of a Queen, trans. by H. Sutherland Edwards (London: Eden, 
Remmington & Co., 1890), p. 80. 
13See Appendix Four for plot summaries.  
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at certain stages in the narratives. Largely unnoticed by other characters, this 
secretive side of their personalities is aligned with the negative events that follow, 
ZKLFK DUH HTXDOO\ XQH[SHFWHG DQG RXW RI SODFH 5HDGHUV¶ LQWURGXFWLRQV WR WKHVH
aesthetically pleasing characters are often qualified by hints at a more dangerous 
LQWHUQDOPDNHXS7KLVLVPRVWREYLRXVO\VHHQLQµ$%URNHQ6WDWXH¶ZKHUH0DULQD
a manipulative and seductive young woman, ingratiates herself with a young artist 
named Arnold. She sows the seeds of doubt in his mind in order to separate him 
from his fiancée, Lia, and marry him herself. Whilst her initial grace and poise are 
QRWHGE\WKHQDUUDWRUDVZHOODVWKHµSHUIHFWLRQ¶RIKHUJROGHQ-brown hair, these 
are juxtaposed alongside hints at her cruelty, sKRZQLQKHU µVRPHZKDWPDOLFLRXV
smile,¶DQGWKHµKDUVKQHVV¶RIKHUYRLFH14 In emphasising the speed at which these 
traits vanish ± WKH\KRYHUDURXQGKHUIDFHRQO\µIRUDPRPHQW¶ ± Sylva plants the 
ideas of deception and concealment in the minds of her readers. 15  0DULQD¶V
beauty is a mask, hiding her true nature from other characters in order to 
PDQLSXODWHWKHP:LWKWKLVLQPLQG0DULQD¶VGHFLVLRQWRVLQJLQWKHIRUHVWZRXOG
EH DQ LQQRFHQW DFW RI FRPPXQLRQ ZLWK QDWXUH ZHUH LW QRW IRU WKH QDUUDWRU¶V
suggestLRQWKDWWKLVµJDPH>@ZDVSOD\HGSHUKDSVZLWKPRUHVHOI-consciousness 
and affectation,¶WKDQWKHZDWFKLQJ$UQROGUHDOLVHV16 The knowledge that Marina 
is more self-aware than it might otherwise appear enhances the idea of deception: 
she has orchestrated the situation, created this image of purity and beauty and 
derives pleasure from playing this part.  
                                                 
14&DUPHQ6\OYDµ$%URNHQ6WDWXH,¶LQ6KDGRZVRQ/RYH¶V'LDO, trans. by Helen Wolff (1895; 
London: Henry Bumpus, 1905), p. 231. 
15Ibid. 
16Ibid., p. 232. 
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 7KH GHFHSWLYHO\ EHDXWLIXOZRPDQ KDG D SURPLQHQW UROH LQ 6\OYD¶V RWKHU
VKRUW VWRULHV PRVW QRWDEO\ µ7KH 3HDN RI /RQJLQJ¶ $V PHQWLRQHG LQ &KDSWHU
Three, the shepherd Ionel forsakes his duties in order to prove his love for the 
tantalisingly beautiful Irena, whose beauty is emphasised alongside her 
PDQLSXODWLYHQDWXUH6KHSUHWHQGVQRWWRQRWLFHKLPEXWKHUH\HVµVSDUNOHGZLWK
mischief,¶DVVKHPDQLSXODWHVIonel into making the rash promise to remain on the 
mountaintop without his flock.17 There, he experiences temptation and suffering 
alike. Although he remains true to his love for Irena, this cannot save him, 
indicating that misplaced affection can prove fatal. Ionel is the focus of this story, 
EXW,UHQDLVWKHFDXVHRILWDGGLQJZHLJKWWR$XHUEDFK¶VDVVHUWLRQWKDWWKHµIHPDOH
GHPRQ¶JHQHUDOO\SURYLGHVWKHµDFWLYHPRPHQWXP¶LQKHUQDUUDWLYH18 It is the need 
to please her that sends the infatuated Ionel to his doom ± Irena has indirectly 
murdered him. In her depiction of women who entice and then destroy the men 
who stray too close to them, Sylva has recreated the classic femme fatale, whose 
success is indicated through the immediate behaviour of the men: Ionel abandons 
his livelihood and perishes on the mountaintop and Arnold symbolically destroys 
the most cherished object in his life ± his previous sculpture ± to begin one based 
RQ0DULQD¶VLPDJH+LVDUWKDGEHHQPRGHOOHGRQ/LDEXW she is soon disregarded 
as well, in order to focus his attentions on his new muse.  
After Arnold breaks his engagement to Lia, she is literally heartbroken: 
µEORRGJXVKHGIURPKHUOLSV¶LPPHGLDWHO\DIWHUKHOHDYHVPDUNLQJWKHEHJLQQLQJ
of her slow and painful decline. 19  Whilst this plot device could reflect the 
                                                 
17&DUPHQ6\OYDµ7KH3HDNRI/RQJLQJ¶p. 90. 
18Nina Auerbach, Woman and the Demon. The Life of a Victorian Myth (Cambridge, 
Massachusetts: Harvard University Press, 1982), p. 101. 
19µ$%URNHQ6WDWXH¶S 
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stereotypical notions of female dependency on men ± Lia is unable to live without 
him ± she does not blame Arnold, but Marina:  
7KH VLFNJLUO¶VQRVWULOVGLODWHG DQGZLWKZHDN WUHPEOLQJ
OLSVVKHVDLGµ*RDZD\*RDQGEHKappy; you have killed 
PHDQGDOOKDSSLQHVVLV\RXUV¶ 
[...] 
µ0RGHO DQG VWDWXH ERWK FUXVKHG ERWK EURNHQ¶ VDLG /LD
under her breath.20 
 
This somewhat melodramatic outburst occurs shortly after Lia becomes ill. 
Marina sneaks to her bedside, apparently to console the dying girl, only to be 
called a murderer by her unwitting rival. Here, readers receive the clearest 
H[DPSOH RI WKH GDQJHURXV ZRPDQ¶V SRZHU WR PXUGHU DQRWKHU RI KHU VH[ 7KLV
behaviour is an example of Sylva tapping into literary traditions, specifically that 
of the Female Gothic found in the likes of Zofloya (1806) by Charlotte Dacre (c. 
1752-1825). As Adriana Craciun has argued with regard to 'DFUH¶VILFWLRQµERWK
the virtuous and the vicious body, [...] are dangerously mutable, and the catalyst 
IRUWKHLUGHJHQHUDWLRQLVPRVWRIWHQIHPDOHVH[XDOGHVLUH¶21 To obtain the men that 
they crave ± Henriquez and Arnold ± Victoria and Marina must destroy the 
women who already possess them. In doing so, their dangerous passions cause 
their own downfall, as well as that of their innocent antitheses.  
(GLWKLQµ$/RYH¶V7UDJHG\¶± 6\OYD¶VILUVWVWRU\WRDSSHDULQWKHBritish 
periodical press ± is the only other female character in her oeuvre to die as a result 
RIDQRWKHUZRPDQ¶VEHKDYLRXUFilled with jealousy because the man she hoped to 
marry, Tassilo, has fallen in love with the fair-haired, nun-like Edith, the dark and 
passionate Bertha seeks her revenge and poisons the wafer that Edith consumes on 
                                                 
20Ibid., p. 245. 
21Adriana Craciun, Fatal Women of Romanticism (Cambridge: Cambridge University Press, 2003), 
p. 131. 
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her wedding day. The difference here is that Bertha ± unlike Marina ± soon 
regrets her rashness. Although she flees legal justice, she seeks divine absolution, 
UHWUHDWLQJWRDFRQYHQWµZKHUHWKHUHDUHFHOOVLQWKHURFNIRUVLQQHUVOLNHPH>@,
VKDOOKHQFHIRUWKEHGHDGWRWKHZRUOG¶22 This symbolic and voluntary death serves 
as Bertha¶V UHGHPSWLRQ. The same cannot be said for Marina, who does not 
SXEOLFO\DFNQRZOHGJHKHUUHVSRQVLELOLW\IRU/LD¶VGHPLVH/LNH,UHQDLQµ7KH3HDN
RI/RQJLQJ¶0DULQDZLHOGVQRSK\VLFDOZHDSRQEXWKHUPDQLSXODWLRQDQGOLHVDUH
at WKHURRWRI/LD¶VGHPLVHDQGWKHLQQRFHQWJLUOVXPPRQVWKHODVWRIKHUVWUHQJWK
to prove this to readers. Her only act of agency is to accuse Marina, although the 
SRZHURIWKLVDFWLVLPPHGLDWHO\TXDOLILHGE\WKHIDFWWKDWWKH\DUHDORQHLQ/LD¶V
bedroom. There will be no public vilification of Marina, but readers are led to 
associate her bewitching sexuality with the direst of consequences. 
This seductive muse is also described in terms of her other-worldly nature, 
a technique that simultaneously distances her from the other characters and again 
hints at the concealment of a dangerous power. The gradual increase in negative 
and demonic descriptions of Marina corresponds with her increased agency and, 
more specifically, her responsibility for the downfall of those around her. After 
informing Arnold that Lia has been secretly meeting with another man ± which is 
later revealed to be a lie ± 0DULQD¶V ERG\ LV GHVFULEHG DV µVHUSHQW-OLNH¶23 This 
image would appear again in µ$5RXPDQLDQ9HQGHWWD¶ZKHUH6DQGDWKHVWRU\¶V
anti-KHURLQH SRVVHVVHV D µPHGXVD-OLNH DVSHFW¶ 24  This latent power eventually 
leads her to murder her own brother before succumbing to madness. The 
                                                 
22&DUPHQ6\OYDµ$/RYH7UDJHG\,¶LQTemple Bar, September-December 1882, p. 362. 
23Ibid., p. 242. 
24CarmeQ6\OYDµ$5RXPDQLDQ9HQGHWWD¶LQA Roumanian Vendetta and Other Stories, trans. by 
Edith Hopkirk (London: R.A. Everett & Co., Ltd, 1903), p. 45. 
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difference here is that Sanda, whilst being the dark and dangerous beauty, is 
obviously human, whereaV 0DULQD¶V SRZHU VHHPV WR VWHP IURP VXSHUQDWXUDO
origins, which are emphasised throughout the story.  
These images are connected to the myth of Medusa, but also possess 
biblical connotations. Satan, in transforming himself into a snake, tempted Eve to 
sin in order to cause her expulsion from paradise, and Marina wreaks similar 
destruction on the innocent Lia and the easily manipulated Arnold. Like Satan, 
Marina has taken on the guise of another creature in order to influence those 
around her, but Sylva has partially subverted the biblical image, since Marina 
does not look outwardly serpent-like. Instead, this is her true form, symbolising 
the evil nature concealed within her. It manifests itself, almost subconsciously, at 
the moment of her success. Like the µVKUXQNHQVHUSHQWH\HV¶WKDWZDUQUHDGHUVRI
&ROHULGJH¶V µ&KULVWDEHO¶ -1801) that Geraldine is more dangerous than she 
seems, Marina is a demon in disguise.25 
When Lia dies, the townspeople become increasingly suspicious of 
Marina. Still partially enthralled by her, they nevertheless recognise an uncanny 
element to her nature, aligning her more obviously with evil through the term 
µVKH-GHYLO¶26 People must beware of Marina, lest they fall prey to her, as the 
ILVKHUPDQ GLG µLQ*RHWKH¶V SRHP¶ a reference WR*RHWKH¶V µ'HU )LVFKHU¶ µ7KH
)LVKHUPDQ¶LQZKLFKDPHUPDLGGUDZVDILVKHUPDQLQWRDZDWHU\JUDYH27 
The poem ends by highlighting that the fisherman was half pulled and half sank 
                                                 
256DPXHO7D\ORU&ROHULGJHµ&KULVWDEHO¶-1801) in Romanticism. An Anthology, p. 674. 
26µ$%URNHQ6WDWXH¶S 
27Ibid., p. 252. 
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ZLOOLQJO\ WR KLV GRRP µ+DOE ]RJ VLH LKQ KDOE VDQN HU KLQ¶.28 Although this 
literary link allocates a level of responsibility to Arnold himself, who, in choosing 
to abandon Lia and marry Marina, has perhaps wrought his own destruction, it 
nevertheless associates Marina with a destructive female power. She uses her 
sexuality to bring ruin to those around her and although the townspeople become 
more aware of her dangerous nature, it is too late to stop her.  
Marina makes no attempt to conceal her magical origins, contradicting 
Arnold at their first meeting to state that sKHLVDµZDWHU-Q\PSK¶DQGQRWDµJHQLL
RI WKH IRUHVW¶29  By her own assertion, Marina is a siren, presented in Greek 
mythology as a seductress, whose enchanting appearance and singing voice lured 
sailors to their deaths. This comparison functions as a narrative hook, hinting at 
the outcome for the soon-to-EH HQVQDUHG $UQROG :KLOVW 0DULQD¶V DGPLVVLRQ
might be part of her initial flirtation with Arnold, continuing references to her in 
these terms, both by the narrator and the townspeople, encourage readers to see 
Marina as demonic. Her humanity is gradually stripped away, both by her own 
DGPLVVLRQWKDWµVLUHQVKDYHQRKHDUW¶DQGWKURXJKRWKHUFKDUDFWHUV¶GHVFULSWLRQV30 
At first, they see her as a beautiful and fascinating, but she soon becomes an 
µ8QGLQH ZKR with her demonical eyes, had lured him [Arnold] on to 
GHVWUXFWLRQ¶31 µ8QGLQH¶ LV DQRWKHU WHUP IRU D VLUHQ ILUVW UHIHUHQFHG LQZRUNV RI
alchemy by Parcelsus (1493-1541) to describe elemental spirits of water.32 Here 
Sylva aligns them with evil and emphasises their potential for destruction. She 
                                                 
28-RKDQQ:ROIJDQJYRQ*RHWKHµ'HU)LVFKHU¶LQJohann Wolfgang von Goethe. Selected 
Poetry, ed. by David Luke (London: Penguin Books Ltd, 2005), p. 42.  
29µ$%URNHQ6WDWXH,¶p. 233. 
30Ibid., p. 235. 
31Ibid., p. 250. 
32Undine (1811) was also the title of a very popular novella by the German Romantic writer 
Friedrich de la Motte Fouqué (1777-1843). An English edition of the story was published in 1909, 
illustrated by Arthur Rackham (1867-1939). It was also adapted for performance as an opera.  
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also adheres to the literary tradition of associating manipulative, potentially 
dangerous women with the lamia, or mermaid ± a preternatural being that has no 
place in acceptable society. 
 Originating in Christian iconography and depicted in works including 
*RHWKH¶V SRHP µ'HU )LVFKHU¶ DV ZHOO DV 0DWWKHZ $UQROG¶V µ7KH )RUVDNHQ
0HUPDQ¶WKHPHUPDLG¶VSRZHUFHQWUHVRQHQWLFLQJPHQLQRUGHUWRGHVWUR\
them. A more nuanced image of the secretive mermaid, who conceals her powers 
beneath a veneer of human, feminine beauty, is shown through characters like 
Becky Sharp in Vanity Fair (1848) and Lady Audley in /DG\ $XGOH\¶V 6HFUHW
(1861-1862). There are clear parallels between William Makepeace Thackeray 
(1811-1863) and Mary Elizabeth %UDGGRQ¶V (1835-1915) GHSLFWLRQVDQG6\OYD¶V
characterisation of Marina and Irena: here are women who, in their pursuit of 
status, power or wealth, conspire to manipulate those around them. In the case of 
Lady Audley and Marina, they are also content to destroy, or attempt to destroy, 
those who interfere with their plans. The distinction between Thackeray and 
%UDGGRQ¶V representations and that of Sylva is that Marina actively embraces this 
description, whereas Becky and Lady Audley have it foisted upon them by the 
men attempting to control them. In the latter cases, the term is a derogatory label, 
a way of exercising patriarchal dominance. Marina, who describes herself in such 
terms and actively embraces her deviant nature, becomes all the more dangerous. 
She recognises limits of her power and pushes against them and as such, this 
woman-as-lamia reflects $XHUEDFK¶VQRWLRQRI WKH IHPDOHGHPRQDV µIDWKRPOHVV
DQGFKDQJLQJ>@DQDZHVRPHWKUHDWWRKHUFUHGXORXVFXOWXUH¶33 
                                                 
33Auerbach, p. 8. 
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  In this respect, the recognition that Marina is the only female character in 
6KDGRZVRQ/RYH¶V'LDO to be fatally punished for her behaviour takes on added 
significance. Although Auerbach argues that literary lamias are subversive 
EHFDXVH WKH\ µOHDG XV RXW RI KLVWRU\ WRZDUGV D QHZ GLVSHQVDWLRQ¶ WKLV DWWLWXGH
perhaps stemming from her feminist framework, is at odds with the fate of these 
women.34 /DG\$XGOH\IRUH[DPSOHLVWDNHQWR%HOJLXPDQGSODFHGLQWRDµOLYLQJ
JUDYH¶E\5REHUW$XGOH\35 ,UHQD¶VDFWLRQVDOVRFDXVHKHUWREH excluded from the 
QDUUDWLYHLQµ7KH3HDNRI/RQJLQJ¶5HDGHUVUHFHLYHQRVSHFLILFLQIRUPDWLRQDERXW
,UHQD¶VIDWHEXWDUHOHIWWRDVVXPHWKDWKHUORWZLOOEHDQXQKDSS\RQHJLYHQWKH
ZDUQLQJV RI DQ HOGHUO\ VKHSKHUG µWKRX >,UHQD@ WKLQNHVW WKDW EHFDXVH WKRu art 
beautiful thou canst follow the bent of thy will, and that all thy daring will go 
unpunished; but know that whatever evil thou bringest on another will fall twofold 
on thy own young head.¶36 These women may be independent enough to obtain 
power and success in certain areas of their lives, but they are not subversive 
enough to break away from, or even survive in, their society. Once their secrets 
are uncovered, they are quickly brought under control.  
0HHWLQJ D PRUH YLROHQW HQG WKDQ %UDGGRQ¶V /DG\ $XGOHy, Marina is 
H[SRVHGDVDPDQLSXODWLYHOLDUDQGLVSXQLVKHG2QFH0DULQD¶VEHWUD\DOKDVEHHQ
revealed, Arnold commits another symbolic act: he destroys his masterpiece, the 
finished sculpture of Marina, DQGWKHQµWKHKDPPHUZDVKXUOHGDWKHU>0DULQD¶V@
heaG DQG VKH OD\ JDVSLQJ DW WKH DUWLVW¶V IHHW¶ 37  This behaviour mimics his 
treatment of Lia, albeit in a more active and violent sense. This dramatic end 
                                                 
34Ibid., p. 108. 
35Mary Elizabeth Braddon, /DG\$XGOH\¶V6HFUHW (1861-2) (Oxford: Oxford World Classics, 2008), 
p. 391. 
36µ7KH3HDNRI/RQJLQJ¶p. 90 
37µ$%URNHQ6WDWXH,¶p. 257. 
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appears justifiable, JLYHQ0DULQD¶VPDQLSXODWLRQDQGEHWUayal of those around her. 
She appears irredeemable, due to her close associations with malevolent forces 
DQG WKH IDFW WKDW IURP WKH YHU\ EHJLQQLQJ RI WKH QDUUDWLYH VKH µVDQJ IDOVH¶ 38 
Although she is not the only woman to find herself at the hands of a physically 
violent man, as will be discussed later in the chapter, she is the only character to 
be killed by one. Murdered by the man she has manipulated, readers could view 
0DULQD¶V ORVV RI SRZHU DQG ILQDO VXEPLVVLRQ WR PDOH GRPLQDQFH LQ V\PEROLF
terms: the dangerous aspect of her womanhood, the agency which allowed her to 
transgress the boundaries of normative female behaviour, must be destroyed in 
order to restore the natural order.  
There are clear parallels EHWZHHQ6\OYD¶VXVHRI WKH VKRUW VWRU\ JHQUH WR
depict the effects of the dangerous woman and E 1HVELW¶V VKRUW VWRULHV, to be 
discussed further in Chapter Five1HVELW¶VVhort fiction also centres on a marriage 
plot, but usually emphasises the issues facing a newly engaged couple, or those 
wishing to marry. Like Sylva, she often creates a conflict of interest between a 
pair of antithetical women: the stereotypically angelic female and her cunning and 
dangerous counterpart, whose violent urges often result in destruction. Isabel in 
µ$'HDWK-Bed &RQIHVVLRQ¶LVDSULPHH[DPSOH6KHdistinguishes herself from her 
FRXVLQ/LOLDQWKDWµEOXH-and-ZKLWHWHDFXSNLQGRIZRPDQ¶ from the outset.39 She 
LVFULWLFDORIKHUFRXVLQ¶VORYHIRU(GJDU/LQOH\WKHDUWLVW,VDEHOµDFKHG¶WREHRI
service to when a freak accident brings him to their home.40 His love for Lilian 
FDXVHV ,VDEHO¶V EOLQG KDWUHG DQG GHVLUH IRU UHYHQJH ,Q GHVFULELQJ /LOLDQ DV D
                                                 
38Ibid., p. 258. 
39(1HVELWµ$'HDWK-Bed ConfessiRQ¶LQIn Homespun (1896) (Middlesex: The Echo Library, 
2006), p. 27. 
40Ibid., p. 26. 
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WHDFXS VKH UHSUHVHQWV /LOLDQ¶V DIIHFWLRQ DV SULVWLQH GHOLFDWH DQG GHFRURXV ± in 
sharp opposition to the passion she herself feels. This desire leads her to start a 
fire in an attempt to burn Lilian to death. She recognises her potential for fiery 
outbursts even before the arson attack: when Edgar is turned out of the house in 
the wake of scandalous accusations involving a married woman, Isabel does not 
believe that Edgar had the affair. Rather, she sees this as a result of unrequited 
ORYHµ*RGPDNHV+LVWURXEOHVLQGR]HQV+HGRQ¶WPDNHDQHZSDWWHUQHGRQHIRU
HYHU\ EDFN , ZDVQ¶W WKH RQO\ ZRPDQ ZKR HYHU ORYHG (GJDU /LQOH\ ZLWKRXW
encouragement and risked her soul because she ZDV PDG ZLWK ORYLQJ KLP¶41 
,VDEHO¶VVRXOKRZHYHULVWDUQLVKHGE\WKHGHVLUHIRUUHYHQJHQRWVXLFLGH 
This detail has SDUDOOHOVZLWK6\OYD¶VSDLUVRIDQWLWKHWLFDOZRPHQVXFKDV
Marina and Lia or Bertha and Edith. In these cases, the spurned or jealous woman 
attempts to destroy her rival so as to win the object of her affection. Whereas 
Marina does not repent her actions, Bertha and Isabel do: Isabel rushes back to the 
house to try to save Lilian and is badly burnt in the process. Unbeknown to her, 
Lilian had eloped with Edgar earlier that evening. ,VDEHO¶V DFWLRQV ERWK LQ WKH
attempted murder and in trying to save Lilian, were pointless. Viewed in these 
terms, Isabel is clearly being punished for her transgressions. She survives, but at 
a price: physical disfigurement and the fear of punishment after death. Nesbit is 
not as sensational as Sylva, but she is still adhering to the literary cliché that 
demonic women ± ,VDEHOQRWHVWKDWKHUµEODFNKHDUW>@PXVWKDYHFRPHIURPWKH
GHYLO¶± should meet a socially appropriate end.42 
                                                 
41Ibid., p. 28. 
42Ibid., p. 25. 
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1HVELW¶V ILUVW SHUVRQ QDUUDWLRQV KRZHYHU ZKLFK IRUP WKH IRXQGDWLRQ RI
every story in In Homespun (1896), provide readers with a deeper insight into 
character motivation: these women, although punished, have not necessarily 
changed. Isabel does not mention religious fervour either before or after the fire 
and she does not admit her responsibility until the end of her life, when she makes 
a final confession to a priest. Her fear of eternal damnation forces her admission 
and the people that she directly affected have no idea that she committed the 
FULPH7KHILQDOOLQHVRI,VDEHO¶VVWRU\VWDWHWKDWVKHµFRXOGQ¶WKDYHWold it to any 
one as cared [sic] EXW , NQRZ \RX GRQ¶W 6R WKDWPDNHV LW HDV\¶43 Rather than 
confess to the cousin she WULHG WR NLOO ,VDEHO WDNHV WKH µHDV\¶ RSWLRQ DQG VKRZV
readers that she has not changed. She has remained centred on her own needs, 
trying to save herself any heart-ache by choosing the path that will offer the least 
resistance. In this way, Nesbit destroys any sympathy for Isabel and creates a 
story that adheres to cultural expectations.  
7KLVLVDOVRWUXHRI-DQHLQµ$FWLQJIRUWKH%HVW¶ZKRVHHNVWRGHVWUR\WKH
KDSSLQHVV RI KHU FRXVLQ 0DWWLH DQG KHU ORYHU -DFN ,Q FRQWUDVW WR 0DWWLH¶V
prettiness and oSWLPLVP -DQH¶V VROH IRFXV LVPRQH\ DQGPDWHULDOZHDOWK ± she 
does not believe in love. When Jack returns from America, having made the 
fortune needed to marry Mattie, Jane hatches a scheme to separate them and 
marry him herself ± actions (and repercussions) that strongly mimic that of 
0DULQD LQ µ$%URNHQ 6WDWXH¶ 6KH IROORZV0DWWLHZKHQ VKH JRHs to meet Jack, 
locks her in a FKXUFKDQGWKHQLQIRUPV-DFNWKDW0DWWLH¶VDIIHFWLRQVKDYHZDQHG
offering herself as a replacement. All the while she is, like Marina, affecting a 
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SHUVRQDRWKHUWKDQKHUWUXHVHOIµ,¶YHDOZD\VSUDFWLFHGORRNLQJOLNHZKDW,PHDQW
or what I wanted people to think I meant ± sort of matching your looks and words, 
OLNH\RXPDWFKULEERQDQGDELWRIVWXII¶44 It is an act of artful window-dressing.  
Yet again, this distancing from feminine norms does not result in Jane 
achieving her desires. After managing to manipulate Jack, she remembers that 
Mattie is still in the church. As she returns to release her, she hears the church 
bells ringing: the desperate Mattie has found a way to attract attention and is 
TXLFNO\ UHXQLWHG ZLWK -DFN ZKR H[SRVHV -DQH¶V PDQLSXODWLRQ $OWKRXJK WKH
LQQRFHQW0DWWLHEHOLHYHVPRUHRI-DQH¶VOLHV± that it was all a joke ± Jane notes 
WKDWµXQFOHKDVQHYHUEHHQWKHVDPH WRPHVLQFHWKRXJK,¶PVXUH,WULHGWRDFWIRU
WKHEHVW¶45 7KHILQDOOLQHVLOOXVWUDWHERWK-DQH¶VSXQLshment as well as insight into 
her personality, which again remains unchanged. She attempts to convince readers 
that she acted for the best, but it is obvious that this was designed for her own 
benefit. Yet her exposure and the suspicions cast over her by society are her 
punishment. The recognition that her uncle continues to treat her differently might 
even suggest that she, unlike Mattie, has remained at home. At home and, by 
implication, unmarried, readers can infer another symbolic punishment for 
boundary breaking ± her punishment is a lack of happiness, symbolised by her 
being unable to achieve the feminine ideal of matrimonial bliss.  
 The idea that female power or agency must be punished in order to 
PDLQWDLQWKHµLGHDO¶VWDWXVTXRLVDNH\HOHPHQWLQ6\OYD¶Vother stories, including 
µ6KDGHG&DQYDVVHV¶ LQZKLFKD\RXQJPDUULHGFRXSOHVWUXJJOH WRFRSHDIWHU WKH
husband is accidentally shot in the face. Frosi and Matthes are the quintessential 
                                                 
44(1HVELWµ$FWLQJIRUWKH%HVW¶LQIn Homespun, p. 47. 
45Ibid., p. 49. 
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perfect couple: attractive, young and in love. As with µ$%URNHQ6WDWXH¶KRZHYHU
)URVL¶V outwardly pure female exterior conceals a darker nature. This is indicated 
through repeated reference to her eyes. Her power and resolve are emphasised 
through metaphorical descriptions RIKHUGDUNJUH\µH\HVRIVWHHO¶ and even before 
WKHLUPDUULDJHDQGKLV LQMXU\0DWWKHVQRWHV WKDW)URVL¶VH\HVFRQWDLQµWKH LFHRI
RXU JODFLHUV¶46 Her steely eyes imply an empowered gaze; a strength which, as 
Daryl Ogden has noted, has been traditionally associated with masculinity.47  
If the male gaze is traditionally privileged and the female gaze is 
VHFRQGDU\ DQG VXEPLVVLYH WKHQ 6\OYD¶V GHFLVLRQ WR DWWULEXWH VXFK D GLVFHUQLQJ
powerful gaze to a female character is initially a subversive one. But the imagery 
of metal and ice hints at the darker nature within Frosi, which is at odds with the 
NQRZOHGJH WKDW VKH LV WKH µSUHWWLHVW girl in the country of the OberUKHLQ¶48 This 
reference to hard, unyielding substances reaffirms )URVL¶VVWUHQJWKEXWLVqualified 
by the negative connotations of the comparisons, such as the coldness of ice. Like 
the heartless Marina, Frosi cannot completely conceal her true nature and her 
eyes, the windows to her soul, make it clear to readers that this strength is not 
beneficial.  
)URVL¶V µGDQJHU¶ LV QRW EDVHG RQ VXSHUQDWXUDO GHVLUHV EXW KHU SULGH DQG
TXLFNWHPSHUKHUH\HVµIODVKHG¶with anger and she is soon dissatisfied with life 
alongside her newly-disabled husband.49 This behaviour distances her from the 
stereotypical notions of nurturing femininity. Although she continues to care for 
him, she admits that she does not love him and asks the priest to legally separate 
                                                 
46&DUPHQ6\OYDµ6KDGHG&DQYDVVHV¶LQShadows on Love¶V'LDO, p. 74; p. 69. 
47Daryl Odgen, The Language of the Eyes (New York: State of New York Press, 2005), p. 1. 
48µ6KDGHG&DQYDVVHV¶S 
49Ibid., p. 72. 
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WKHPZLWKDQµXQFKDQJLQJKDUGFROGORRN.¶50 The priest can only persuade her to 
stay by appealing to her pride and this, combined with the emphasis on darkness 
DQG FROGQHVV HOHYDWHV LQQHU SULGH WR WKH OHYHO RI VLQ FHPHQWHG E\ )URVL¶V
GHWHUPLQDWLRQ WR µNHHS DORRI IURP HYHU\ERG\¶51 She avoids contact with wider 
society to prevent their inevitable gossip, but this emotional distancing is 
portrayed as her fundamental flaw, for which she must be physically punished. 
+HUH ZH FDQ VHH 6\OYD PDNLQJ DQRWKHU ELEOLFDO UHIHUHQFH µpride goeth before 
destruction, aQGDKDXJKW\VSLULWEHIRUHDIDOO¶52  
Yet )URVL¶VµIDOO¶LVRQO\SDUWLDOVLQFH she is not directly responsible for the 
destruction in the story ± KHUKXVEDQG¶VDFFLGHQW0DWWKHVLVVKRWLQWKHIDFHDWD
wedding ± an accident that Sylva implies would not have occurred had he listened 
to his wife, who, in a moment of apparent foresight, told him to leave his guns at 
home. His refusal, whilst marking a moment of tension in the otherwise perfect 
marriage, nevertheless relieves Frosi of any responsibility. Viewed in these terms, 
)URVL¶V GDUNQHVV LV QRW DV GDQJHURXV DV0DULQD¶V DQG VKH EHFRPHV UHGHHPDEOH
although she does not escape unscathed. The second time she asks the priest for a 
VHSDUDWLRQVKH LVQRWLFHDEO\ WKLQQHUEUHDNVGRZQLQ WHDUVDQG LV µIHYHULVK¶with 
µJOLWWHULQJ¶ H\HV DQG µEXUQLQJ FKHHNV¶53 The imagery of illness symbolises both 
KHUSK\VLFDODQGHPRWLRQDOEUHDNGRZQDQGLQGLFDWHVWKDWWKHGHVWUXFWLRQRI)URVL¶V
character is necessary to bring about positive resolution in the story. If she had not 
bHHQ EURXJKW SK\VLFDOO\ DQG PHQWDOO\ ORZ WKURXJK 0DWWKHV¶V DFFLGHQW DQG WKH
process of caring for him, then she would have been unable to lose the cold, hard 
                                                 
50Ibid., p. 91. 
51Ibid., p. 84. 
52The Book of Proverbs, 16:18. 
53µ6KDGHG&DQYDVVHV¶S 
188 
 
pride that characterised her behaviour at the start of the story. This sin must be 
removed in order for the marriage to be successful. Again, Sylva emphasises the 
negative aspects of womanhood that must be eradicated in order to achieve a 
positive outcome.  
Success LV PDUNHG E\ D FKDQJH LQ )URVL¶V EHKDYLRXU IURP KDWLQJ KHU
µUHSXOVLYH¶ KXVEDQG )URVL ILnally resolves to alleviate his pain after seeing her 
µORUGDQGPDVWHUKXPEOHG>@EHIRUHKHU¶54 This insertion of submissive language 
towards the end of the story places Frosi in the domestic role of servant and 
elevates Matthes to the superior role of µPDVWHU¶± albeit a humbled and repentant 
one. This parallels the end of Jane Eyre ZKHUHE\0DWWKHV¶V LQMXU\ OLNH
5RFKHVWHU¶V LVmetaphorically necessary in order to bring about what Patricia 
0H\HU6SDFNVKDVGHVFULEHGDVµDPDUULDJHRILGHDOUHFLSURFLW\¶55 However, given 
that Frosi herself sports physical scars from the ordeal, it is possible to argue that 
her marriage to Matthes becomes more balanced and equal than that of Rochester 
and Jane. The eyes which once contained )URVL¶V icy strength have been 
transformed into µDZLVWIXOORRNRIVDGQHVV¶56 This reflects the struggle she had to 
endure in order to obtain happiness, now symbolised by numerous children. 
Nevertheless, within this apparently balanced relationship there is a pull back to 
traditiRQ)URVL¶VDJHQF\OLNH-DQH¶VUHPDLQVIRFXVHGRQVHUYLQJKHUKXVEDQGDQG
nursing him back to health. This is a symbolic return to female passivity and an 
affirmation of WKH µVHSDUDWH VSKHUHV¶ LGHRORJ\ ZLWK )URVL WLHG WR WKH GRPHVWLF
sphere as wife and mother. As Coventry Patmore (1823-1896) wrote in the poem 
                                                 
54Ibid., p. 80, p. 104. 
55Patricia Meyer Spacks, The Female Imagination (London: George Allen & Unwin, 1976), p. 66. 
56µ6KDGHG&DQYDVVHV¶S 
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that came to define ideal womanhood in the nineteenth FHQWXU\ µ0DQPXVW EH
SOHDVHGEXWKLPWRSOHDVH,VZRPDQ¶VSOHDVXUH¶57 
 
5HFXUULQJLPDJHU\RIGDUNIHPDOHH\HVLVDOVRVHHQLQµ$6WUD\/HDI¶This 
story is dominated by revelations of adultery, illegitimacy and bigamy, which 
destroy the happiness of Isa and her brother, Wolfgang. The story revolves around 
,VD ZKR LV GHSLFWHG LQ YHU\ VLPLODU WHUPV WR 0DULQD LQ µ$ %URNHQ 6WDWXH¶
beautiful even as a child, but with physical features that inadvertently betray her 
LQQHUWKRXJKWV6KHSRVVHVVHVDPRXWKWKDWZDVµRQHPLQXWHVPLOLQJLQEHDXWLIXOO\
carved lines, the next betraying an expression far from pleasing, almost 
disagreeable.¶ 58  The potentially dLVWXUELQJ DVSHFWV RI ,VD¶V SHUVRQDOLW\ DUH
qualified by the use of adverbs, but still give the impression of another woman 
LQWHQWLRQDOO\FRQFHDOLQJKHU WKRXJKWVEHKLQGDQDWWUDFWLYHRXWHU VKHOO ,VD¶V H\HV
are a focal point, defined in violent and dangerouV WHUPV DV µVXLFLGDO H\HV¶59 
Since this description comes from her would-be lover, Herr von Rense, readers 
are left to infer that the figurative suicide would be enacted by a man looking at 
Isa and EHLQJERWKDWWUDFWHGWRDQGGHVWUR\HGE\KHUEHDXW\,VD¶V eyes symbolise 
her sexuality and power to entice ± evidence that Sylva is again straying from the 
traditional discourses surrounding female vision, which had the didactic function 
of teaching women that their gaze should be confined to the domestic sphere and 
should be sexually deferential if they wanted be seen as respectable.  
                                                 
57Coventry Patmore, The Angel in the House (London: John West Parker and Son, 1854), Canto 
IX, I ± µ7KH:LIH¶V7UDJHG\¶S5. 
58&DUPHQ6\OYDµ$6WUD\/HDI¶LQ6KDGRZVRQ/RYH¶V'LDO, p. 5. 
59Ibid., p. 57. 
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It is ,VD¶VPRWKHUKRZHYHUZKRLV the darkest and most dangerous female 
in this story. Louisa KDGDGHWULPHQWDOHIIHFWRQ,VDDQG:ROIJDQJ¶VOLYHVVLQFHVKH
separated from their father, a man, it is later implied, who is not biologically 
related to either child. Louisa is responsible ± and therefore reprehensible ± 
WKURXJKRXW WKH VWRU\ DQG FHQWUDO WR WKLV GHSLFWLRQ LV µWKH VWRU\ RI WKH DSSOH¶60 
Although never explicitly stated, this detail recalls WKH SURYHUE µWKH DSSOH QHYHU
IDOOVIDUIURPWKHWUHH¶± a saying of Eastern origin, but with roots that extend into 
sixteenth-century German.61 This reading is supported by descriptions of Isa, her 
mother, and the perceptions of them both within wider society. In this way, Sylva 
continues to discuss the wide-reaching, negative consequences associated with the 
dangerous female and, more specifically, the dangerous mother. Readers can only 
LQIHU WKH NLQG RI EHKDYLRXU WKDW FDXVHG ,VD¶V PRWKHU to be separated from her 
children, based on suggestions threaded throughout the narrative. For example, Isa 
is told by her new step-PRWKHUWKDWµ³\RXUPRWKHULVDZLFNHGZRPDQ´¶DQGLWLV
left to readers to link this outburst with an earlier conversation where, after Isa 
remarks that her father loves his son Wolfgang XQFRQGLWLRQDOO\,VD¶VVWHSPRWKHU
UHVSRQGVZLWK D µFRQWHPSWXRXV FXUO RI KHU OLS¶62 This scornful reaction implies 
that Isa is ignorant of the truth and that Wolfgang is not the biological son RI,VD¶V
father. Isa herself comes to this conclusion soon after being reunited with her 
PRWKHULQVWDQWO\QRWLFLQJDQµXQPLVWDNDEOHOLNHQHVV¶EHWZHHQ:ROIJDQJDQGKHU
PRWKHU¶VVHFRQd husband, a realisation which solves WKHµLQH[SOLFDEOHHQLJPD¶RI
                                                 
60Ibid. 
61John Simpson, The Concise Oxford Dictionary of Proverbs (Oxford: Oxford University Press, 
1982), p. 6. 
62µ$6WUD\/HDI¶S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her childhood.63 +HUPRWKHU¶V LQILGHOLW\ DQG VH[XDO GHVLUHV QRW RQO\ FDXVHG WKH
break-up of the traditional family unit, but destroyed the lives of her children. 
:ROIJDQJ DQG ,VD¶V UHODWLRQVKLS ZLWK WKHLU PRWKHU LV IUDXJKW ZLWK WHQVLRQV DQG
neither child has a secure home. Both, but particularly Wolfgang, are mistreated 
by the parental authority that they look to for affection.   
The scandalous behaviour of their mother is cemented by the suggestion 
that she had not one, but at least two affairs, resulting in both Isa and Wolfgang 
EHLQJ LOOHJLWLPDWH ,VD KHUVHOI QRWHV VRPHZKDW QDLYHO\ WKDW VKH ZDV µERUQ WRR
soon and Wolf too late,¶ DQG KHU DXQWZRQGHULQJ ZKHWKHU VKH FDn trust Isa to 
behave decently, PXUPXUV µ³LI \RX ZHUH RQO\ \RXU IDWKHU¶V FKLOG´¶ 64  The 
realisation that the family scandal is common knowledge has a profound effect on 
,VD HVSHFLDOO\ VLQFH WKH WRZQVSHRSOH H[SHFW KHU WR UHSOLFDWH KHU PRWKHU¶V
EHKDYLRXU 7KH SURYHUE RI WKH DSSOH LPSOLHV WKDW DQ LQGLYLGXDO¶V EHKDYLRXU LV
fundamentally tied to inherited characteristics and this is emphasised by the 
UHDFWLRQRI)UDXYRQ5HQVHZKRZLOOQRWVDQFWLRQKHUVRQ¶VPDUULDJHWR,VDRQWKH
JURXQGV WKDW ,VD LV D µSXEOLF EHDXW\¶65 7KH FRQQRWDWLRQV RI µSXEOLF¶ VXJJHVW D
woman whose beauty is freely available to all. By extension, she is a woman of 
HDV\YLUWXH7KLVLVWLHGWR,VD¶VVXLFLGH-eyes, drawing on the existing discourses 
of vision which taught women that the angelic female kept her eyes lowered and 
waited patiently to be approached, whereas the demonic woman actively sought to 
DWWUDFW PDOH DWWHQWLRQ $V ,VD¶V VLWXDWLRQ LQGLFDWHV ZRPHQ SRVVHVVLQJ WKHVH
sexually charged eyes were ostracised by respectable society. Her enthralling eyes 
DQGDSSDUHQWO\µSXEOLF¶YLVLRQDOLJn her with the fallen woman, given that one of 
                                                 
63Ibid., p. 22. 
64Ibid., p. 30; p. 39. 
65Ibid., p. 54. 
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WKH VWHUHRW\SLFDOPDUNHUVRI IHPDOHSURVWLWXWLRQZDV WKHZRPDQ¶VJD]H IRFXVLQJ
unashamedly on potential clients.66  
,VD¶V UHSXWDWLRQ LV FRQVWUXFWHG DURXQG WKH NQRZOHGJH WKDW KHU PRWKHU¶V
reputation has been sullied by sex outside marriage and symbolised in the birth of 
two illegitimate children. Isa realises that she is expected to replicate this 
EHKDYLRXUZKHQVKHRYHUKHDUV+HUUYRQ5HQVH¶VIULHQGVHQFRXUDJLQJKLPWRPDNH
,VD KLVPLVWUHVV UDWKHU WKDQ KLVZLIH DQG GHVFULELQJ KHU DV D µFRTXHWWH¶67 Even 
,VD¶VVHQVLEOHDXQWWKHVWULFWHVWEXWDUJXDEO\PRVWFDULQJFKDUDFWHUVXJJHVWVWKDW
KHU QLHFH FDQQRW KHOS KHU DSSDUHQW YDQLW\ µLW¶V LQ WKH EORRG¶ 68  This idea of 
LQKHULWHGEHKDYLRXURI µEDGEORRG¶ WKXV WLHV6\OYD WR DQRWKHUFRQWHPSRUDQHRXV
debate: whHWKHUQDWXUHRUQXUWXUHGHWHUPLQHVDSHUVRQ¶VEHKDYLRXU 
Isa appears to be a combination of both nature and nurture. Like Marina in 
µ$%URNHQ6WDWXH¶VKHLVGHVFULEHGLQVXSHUQDWXUDOWHUPV$µGDUNVLQLVWHUDOPRVW
demoniacal expression, very strange to see in so young a IDFH¶DSSHDUVZKHQVKH
is angry and this behaviour is further developed GXULQJ KHU IDWKHU¶V VHFRQG
marriage.69 Here, instead of witnessing the wedding ceremony, she turns to the 
windows, watching the rain and the flies on the window pane. There is a moment 
of pathetic fallacy here, but the reference to a creature that symbolises pestilence, 
corruption and disease takes it one step further, distancing Isa from the 
stereotypically emotional, ineffectual woman. 70  Her facial expressions and the 
negative associations connected to this behaviour are linked to the demonic 
                                                 
66Ogden, p. 140. 
67µ$6WUD\/HDI¶S 
68Ibid., p. 47. 
69Ibid., p. 10. 
70See Tova L. Forti, Animal Imagery in the Book of Proverbs (Leiden, the Netherlands: Brill, 
2008), pp. 143-146.  
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female stereotype, but because of what readers understand about her parentage, 
,VDEHFRPHVWKHYHVVHOIRUKHUPRWKHU¶VVLQIXOSDVWUDWKHUWKDQDUHIOHFWLRQRIKHU
own subconscious desires. There is an innate darkness in Isa that, as with Frosi 
and Marina, bubbles to the surface at certain stages in her story. However, in 
keeping with the proverbial apple, Isa appears to have inherited these 
characteristics. As will be mentioned at a later stage in this chapter, I argue that 
Isa is, in fact, the only example of successful female power ± a woman who 
manages to resist outside influences and perhaps the inherited aspects of her own 
nature, in order to achieve some semblance of purity. This would explain why she 
escapes punishment and achieves a level of success.  
Isa is another victim of the dangerous woman, whose selfish desires and 
sexual freedom have dire consequences for those closest to them. Isa is forever 
tarnished with the shameful stain of association. This is evidence of Sylva 
reflecting upon contemporary debates about child custody, whereby the father was 
traditionally deemed most suited to caring for children in the event of a 
separation, despite women being portrayed as their moral guardians.71 6\OYD¶V
mother-figure is no responsible parent and there is a wider implication that 
women, specifically mothers, have a responsibility to be morally upstanding in 
order to avoid negatively influencing their children in later life. This emphasis on 
                                                 
71The first bill to be passed in favour of female custody rights was the 1839 Infants and Child 
Custody Act. This was greatly influenced by the campaigning of Caroline Norton (1808-1877), 
who obtained a divorce from her violent husband but lost access to her three children. The bill 
granted less than Norton had asked for, but allowed women (importantly, women who were not 
proven adulteresses) to petition the court for custody of children under seven years of age and for 
access to their older children. In practice, fathers continued to be favoured. In 1873, womHQ¶V
rights were extended: they could now obtain custody of children up to the age of sixteen and 
women convicted of adultery could also seek custody. The 1886 Custody of Infants Act assigned 
JXDUGLDQVKLSWRWKHPRWKHULQWKHHYHQWRIWKHIDWKHU¶VGHDWKEut while he lived, he still controlled 
the education and religion of the children. Equal parental rights were not achieved until 1925 and 
the Guardianship of Infants Act. 
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the mother-child bond and maternal responsibility was part of the ideology of 
domesticity that governed nineteenth-FHQWXU\GLVFXVVLRQVRI WKHZRPDQ¶V UROH72 
Although it came under more sustained debate in the later decades of the century, 
the wRPDQ¶V UROH LQ QXUWXULQJ WKH IDPLO\ FRQWLQXHG WR EH H[DOWHG DV WKH
cornerstone of society. 73 
The traumatic and fatal effects of parental abandonment are also at the root 
RI µ7ZR :DLIV IURP WKH 7D\JHWRV,¶ ZKLFK IRFXVHV RQ WKH VKRUW OLYHV RI WZR
µIRXQGOLQJV¶ named Soare and Evangehelù. Despite growing up on opposite sides 
of the river and never speaking to each other, the two fall in love, eventually 
deciding to marry. However, the priest will not sanction the marriage and reveals 
the secret he has hidden until now: Soare and Evangehelù are siblings. Although it 
is undoubtedly strange that the villagers concealed this secret from the two lonely 
children, the discovery that they are related and thus cannot act on their feelings, 
proves fatal. Soare, possessed wLWKDµVWUDQJHLQZDUGILUH¶ZDVWHVDZD\DQGDIWHU
his untimely death, Evangehelù lies down in a corner and quietly joins him.74 
Although an apparently penitent, weeping figure ± presumably their disgraced 
mother ± visits their grave for a number of years, the moral message remains 
clear: parents who abandon their children are responsible for the disasters that 
                                                 
72There were a number of myths that pervaded nineteenth-century society, most notably the female 
angel, which represented women as dutiful, self-sacrificing and the moral centre of the home. 
Sarah Stickney Ellis was a strong advocate of this concept, producing a large number of stories, 
pamphlets and poems on female improvement and their moral education. In her most famous and 
successful work, The Women of England (1839), she established what Coventry Patmore would 
ODWHUFKDUDFWHULVHDVµ7KH$QJHOLQWKH+RXVH¶ in his poem of the same name (1854). Stickney Ellis 
also advocated practical and domestic skills and established a girls¶ school at Rawdon House in 
Hertfordshire in order to put these ideas into practice. The ideas found in literary works were also 
FHPHQWHGE\VFLHQWLILFVWXGLHVZKLFKVWUHVVHGZRPHQ¶VELRORJLFDOLQIHULRULW\DQGDUJXHG that they 
were unsuited to intellectual pursuits.  
73
 0DUWKD9LFLQXVµ,QWURGXFWLRQ7KH3HUIHFW9LFWRULDQ/DG\,¶LQSuffer and Be Still. Women in the 
Victorian Age, ed. by Martha Vicinus (Indiana: Indiana University Press, 1973), x. 
74&DUPHQ6\OYDµ7ZR:Difs from the Taygetos,¶LQA Roumanian Vendetta and Other Stories, p. 
99. 
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befall them. In this case, this includes attempted incest and untimely death, 
reminiscent of the relationship between Cathy and Heathcliff in Wuthering 
Heights ± although the two are not biologically related.  
Sylva also hints at the importance of moral motherhood LQ µ6KDGHG
&DQYDVVHV¶ZKHUH)URVLUHIXVHVWRKDYHFKLOGUHQZKLOVWKHUPDULWDOVLWXDWLRQLVVR
GLUHVWDWLQJILUPO\µQRFKLOGUHQ± better deDWK¶75 This is an element of maternal 
responsibility articulated by Frosi even before conception. Edleen Vaughan is also 
focused on this topic: the eponymous character would have a relatively minor role 
in the novel were it not for the suggestion that she is responsible for the extreme 
and melRGUDPDWLF HYHQWV WKDW RFFXU (GOHHQ¶V fundamental weaknesses when 
raising her son Tom are the cause of his moral and later physical degradation. His 
behaviour becomes increasingly violent and affects the wider community, as 
shown in his impregnation of Temorah ± who becomes mentally unstable after a 
fire kills her illegitimate baby ± and the thinly veiled implication that he rapes 
Kathleen, to be explored at a later stage in this chapter. 
 
Working in conjunction with the depiction of dangerous female sexuality 
and the negative effects it has on both the individual and their families, is the 
notion that acts of positive female agency are fundamentally tied to self-sacrifice. 
As numerous critics have discussed, the ideolog\ VXUURXQGLQJ WKHZRPDQ¶V UROH
centred on maternal responsibility within the domestic sphere, but it was also 
characterised by female dependence, with self-GHQLDO µDOPRVW LQYDULDEO\
prescribed for women in conjunction with the passive virtues of patience, 
                                                 
75µ6KDGHG&DQYDVVHV¶S 
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UHVLJQDWLRQ DQG VLOHQW VXIIHULQJ¶ 76  $V SUHYLRXVO\ PHQWLRQHG )URVL LQ µ6KDGHG
&DQYDVVHV¶ XQGHUJRHV D SK\VLFDO DQGPHQWDO WUDQVIRUPDWLRQ EHIRUH UHWXUQLQJ WR
the role of the traditional, submissive wife and this emphasis placed on female 
duty is also shown b\$XJXVWD LQ µ$3HQDQG ,QN&RQIHVVLRQ¶ ,Q FRPSRVLQJD
letter to a friend, Augusta reminisces about her marriage and includes a number of 
LQWHUMHFWLRQV +HUH VKH GHWDLOV KHU KXVEDQG¶V YLFH YLROHQFH DQG GHELOLWDWLQJ
illness, the birth of her disabled dauJKWHU DQG $XJXVWD¶V RZQ ORYH-affair. Its 
HSLVWRODU\ IRUP JLYHV LW D XQLTXH VWDWXV DV 6\OYD¶V VKRUW ILFWLRQ LV SULPDULO\
written from a third person perspective. This detail, coupled with its content, 
creates OLWHUDU\OLQNVZLWK$QQH%URQWs¶V(1820-1849) The Tenant of Wildfell Hall 
(1848), in which the diary-IRUP LV XVHG WR FRQYH\ D \RXQJ ZLIH¶V WXPXOWXRXV
marriage to an alcoholic, abusive husband. The fundamental difference is its 
ending: where Brontë symbolically destroys Arthur Huntingdon, allowing Helen 
WR HVFDSH DQG DFKLHYH ODVWLQJ KDSSLQHVV ZLWK DQRWKHU PDQ $XJXVWD¶V KXVEDQG
recovers and she returns to the role of contented carer for both him and her 
daughter.  
$XJXVWD LV FRQVWDQWO\ GHVFULEHG DV DQ µDQJHO¶ E\ KHU WURXEOHG KXVEDQG
Reinhold and exemplifies the stereotype in various ways.77 /LNH)URVLLQµ6KDGHG
CanYDVVHV¶VKHQXUVHVKHUKXVEDQGZKHQKHEHFRPHVLOOVXIIHULQJIURPHSLOHSWLF
fits, seemingly brought about by anxiety and mounting debts) and is subservient 
WRWKHH[WHQWWKDWVKHµZRXOGVWDQGsilently an hour or two and wait silently in the 
URRPWLOOLWVKRXOGSOHDVHKLP>5HLQKROG@WRWXUQURXQGDQGORRNDWPH¶78 Augusta 
                                                 
76&DURO'\KRXVHµ7KHUROHRIZRPHQIURPVHOI-sacrifice to self-DZDUHQHVV¶LQThe Victorians, ed. 
by Lawrence Lerner (London: Methuen & Co. Ltd, 1978), p. 175.  
77&DUPHQ6\OYDµ$3HQDQG,QN&RQIHVVLRQ¶LQ6KDGRZVRQ/RYH¶V'LDO, p. 130. 
78Ibid., p. 137. 
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abandons her own opinions in order to please her husband, sacrificing her own 
IUHHZLOOWR5HLQKROG¶VFRQWURO7KLVLVWDNHQto an extreme later in the story, when 
Augusta suffers a mental and physical breakdown as a result of caring for 
Reinhold. The strain placed upon Augusta by her sense of duty, coupled with the 
fact she is pregnant with his child, causes her to fall apart. After placing her 
husband into an asylum she goes into labour and succumbs to illness at the same 
WLPH$XJXVWD¶VUHDFWLRQWRWKLVH[SHULHQFHLVSDUWLFXODUO\LPSRUWDQW 
I was, however, quite unconscious, and for many weeks 
hovered between life and death. It was a blessed time for 
me, one of absolute forgetfulness, out of which I slowly 
awoke to the necessity of again taking up my heavy 
burden.79 
 
7KH VRPHZKDW SDUDGR[LFDO QRWLRQV RI GHDWK DV µEOHVVHG¶ and life as a 
µKHDY\EXUGHQ¶DUH a clear indication that her current role is unbearable ± women 
cannot be expected to function under such an extreme form of submission. It can 
only result in suffering. Yet this apparently progressive suggestion is instantly 
refuted within the narrative through the portrayal of wider society, epitomised by 
the respectable doctor. When Augusta realises that her daughter is physically 
GLVDEOHG WKH GRFWRU LQIRUPV KHU WKDW VKH µPXVW OHDUQ WR EHDV VXEPLVVLYH XQGHU
WKLVDVXQGHU>KHU@RWKHUWULDOV¶80 Here, readers gain some insight into patriarchal 
expectations: it is the duty of women to suffer in silence. Women must have a 
certain degree of power and agency, but ironically, this is only to be exercised in 
acts of submission, dealing with the trials they face and not inconveniencing those 
around them. Aligning this view with an educated doctor adds the weight of 
VFLHQWLILFDXWKRULW\WRWKLVFRQVHUYDWLYHH[SHFWDWLRQDQGLVIXUWKHUHGE\$XJXVWD¶V
                                                 
79Ibid., pp. 153-4. 
80Ibid., p. 163. 
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UHFRJQLWLRQ RI KHU FRQWDLQHG SRZHU GHVFULELQJ KHUVHOI DV µOLNH D FDJHG OLRQ¶81 
$XJXVWD¶VDJency is only used to keep others happy, or to deny herself. Her hair 
prematurely greys as a result of her ordeal, symbolising, as with Frosi, her 
physical decline. She also suffers a period of depression that is only lifted by the 
company of Herbert Krause, with whom she soon falls in love. It is in this 
relationship that the undercurrent of female self-sacrifice and martyrdom is most 
evident.  
Although initially unexpected, the feelings Augusta develops towards 
Herbert are strong. Indeed, she describes him DV µPRUH WKDQP\KXVEDQG¶82 Yet 
Augusta simultaneously acknowledges that her love for Herbert must be buried 
µGHHS GRZQ LQ WKH LQQHUPRVW UHFHVVHV RI P\ VRXO,¶ GXH WR WKH PDULWDO ± and 
perhaps moral ± obligation she feels towards Reinhold.83 Like Frosi, Augusta has 
lost her love for her husband, but remains by his side as a result of her overriding 
sense of duty, which is most evident when she describes her life in terms of 
deprivation:  
It was my last spring, and although it was a season of 
storm, tempest and threatening clouds, with only now and 
then a ray of sunlight and small buds of hope, I felt almost 
young again when I think of it. It was as if I had to test the 
full extent of my sacrifice.84  
 
The use of pathetic fallacy here reflects the nature of her trials. Although 
Augusta has suffered, she IHHOV LQYLJRUDWHG E\ WKH µUD\ RI VXQOLJKW¶ ± a veiled 
UHIHUHQFH WR +HUU .UDXVH 7KH µODVW VSULQJ¶ WKXV V\PEROLVHV KHU ILQDO WDVWH RI
freedom before her husband returns. In recognising her present happiness, 
                                                 
81Ibid., p. 178. 
82Ibid., p. 181. 
83Ibid., p. 181 
84Ibid., p. 179 
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Augusta must also acknowledge her future, which she defines in terms of 
VDFULILFH 6KH LV XQDEOH WR FRQFHDO KHU GLVDSSRLQWPHQW FRQFHUQLQJ 5HLQKROG¶V
recovery and imminent return home. After receiving his letter, she notes that 
µHYHU\WKLQJDURXQGPHVHHPHGWREHcome dreary as a great desert, overpowering 
in its never-eQGLQJVDPHQHVV¶± the freedom of springtime has now been replaced 
with the endless monotony of care.85 
$XJXVWD¶V GLVVDWLVIDFWLRQZLWK KHUPDUULDJH DQG VRFLHWDO UROH LV obvious, 
yet paradoxically, she vehemently opposes change. When Herbert suggests that 
Augusta separates from Reinhold, she reacts in unexpectedly strong termsµ³GRQ¶W
say that, or all must be over between us. I could not love you any longer if I were 
IDLWKOHVV´¶86 This is a somewhat contradictory outburst, as by admitting her love 
IRUDQRWKHUPDQ$XJXVWDLVDOUHDG\EHLQJµIDLWKOHVV¶WRWKHPDULWDOYRZVWRORYH
KRQRXU DQG REH\ 7KLV LV LQ NHHSLQJ ZLWK =LPPHUPDQ¶V DUJXPHQW WKDW VKH LV
µ]ZLVFKHQ HKHOLFKHU XQG PWWHUOLFKHU 9HUSIOLFKWXQJ zwischen individuellem 
Freiheits- und Liebeswunsch und der Qual durch ihren psychisch kranken Mann 
hin- XQGKHUJHULVVHQ¶µWRUQEHWZHHQPDULWDODQGPDWHUQDOREOLJDWLRQEHWZHHQD
desire for personal freedom and love and the torment of her mentally ill 
husEDQG¶87 $VDUHVXOWµIDLWKOHVVQHVV¶ takes on dual-meaning, as it is connected 
to $XJXVWD¶V PDUULDJH DQG KHU religion.88 The Church thus becomes connected 
with female self-sacrifice: Augusta cannot go against the wishes of her religion 
and so suppresses her own desires in order to remain honourable and faithful. As 
                                                 
85Ibid., p. 180 
86Ibid., p. 172. 
87Zimmerman, Die dichtende Königin, p. 78. 
88'LYRUFHLVSRUWUD\HGDVVLQIXOLQDQXPEHURI%LEOLFDOERRNVPRVWQRWDEO\/HYLWLFXVµA 
widow, or a divorced woman, or profane, or a harlot, these shall he not take: but he shall take a 
YLUJLQRIKLVRZQSHRSOHWRZLIH¶$OVR0DWWKHZµ%XW,VD\XQWR\RXWKDWZKRVRHYHUVKDOO
put away his wife, saving for the cause of fornication, causeth her to commit adultery: and 
ZKRVRHYHUVKDOOPDUU\KHUWKDWLVGLYRUFHGFRPPLWWHWKDGXOWHU\¶ 
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Eleanor Gordon and Gwyneth Nair have noted, secular attitudes and discourses in 
the nineteenth century had their roots in the mid-eighteenth-century period of 
(QOLJKWHQPHQWZKLFKµSULYLOHJHGIHPDOHUHOLJLRVLW\¶89 If women were seen to be 
ELRORJLFDOO\LQIHULRUWRPHQWKH\PDGHXSIRULW LQWHUPVRIPRUDOLW\$XJXVWD¶V
UHFRJQLWLRQ RI WKLV LPSHUDWLYH H[SODLQV ZK\ VKH WXUQV DZD\ IURP WKH µXQ-
&KULVWLDQ¶SDWKRIGLYRUFHDQGUHPDUULDJe and remains with her family.  
Religious influence is a recurring theme in 6KDGRZVRQ/RYH¶V'LDO. Frosi 
LQ µ6KDGHG &DQYDVVHV¶ UHPDLQV ZLWK KHU KXVEDQG DV D UHVXOW RI WKH SHUVXDVLYH
power of her priest and is rewarded by a penitent husband and a house full of 
children. AugXVWD WRREHQHILWV IURP µDSSURSULDWH¶EHKDYLRXU ,PPHGLDWHO\DIWHU
she ends her relationship with Herbert, her daughter Henny stands on her own for 
the first time, walks and speaks. The juxtaposition of this miracle after an act of 
female self-renunciation becomes a didactic message that women will be 
rewarded for their obedience to tradition. 
7KLVPHVVDJHLVUHLQIRUFHGWKURXJK+HUEHUW.UDXVH¶VYLROHQWWUHDWPHQWRI
her daughter. Augusta does not seem to recognise that his behaviour is 
inappropriate, but readers become increasingly aware of his ill-treatment: 
XQVHWWOHG E\ WKH FKLOG JQDVKLQJ KHU WHHWK +HUEHUW µZRXOG RIWHQ WDNH WKH OLWWOH
KDQGVLQKLVVWURQJRQHVDQGVTXHH]HWKHPKDUGVRDVWRREOLJHKHUWREHTXLHW¶90 
7KH FRPSDULVRQ EHWZHHQ WKH FKLOG¶V ZHDNQHVV DQG +HUEHUW¶V VWUHQJWK LV DQ
indicator of aggression and dislike and his unsuitability is further cemented after 
5HLQKROGKDV UHFRYHUHG5HLQKROGKROGV+HQQ\ LQDPDQQHU µVRGLIIHUHQW WR WKH
ZD\LQZKLFK+HUEHUWKDGGRQHLW¶which emphasises the power of biological love 
                                                 
89Eleanor Gordon and Gwyneth Nair, Public Lives. Women, Family and Society in Victorian 
Britain (London: Yale University Press, 2003), p. 132. 
90µ$3HQDQG,QN&RQIHVVLRQ¶S 
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over a step-IDWKHU¶V± something that might also be applied to the treatment of Isa 
DQG:ROIJDQJLQµ$6WUD\/HDI¶91 This problematisHV=LPPHUPDQ¶VDVVHUWLRQWKDW
$XJXVWDZDVµWRUQ¶ WKH ORVVRI+HUEHUW LVSDLQIXOEXW IOHHWLQJ+LVSRWential for 
violence meant that he was never a viable alternative and she is soon content with 
her newly rehabilitated husband. $XJXVWD¶VGHFLVLRQWR remain loyal to Reinhold 
is shown to be WKHULJKWGHFLVLRQ+HUEHUW¶VLQWROHUDQFHRIKHUGDXJKWHUPHDQVKH
could never be the ideal husband and now that Reinhold has miraculously 
recovered, his madness and violence having abated, the perfect place for Augusta 
is with her husband and child ± a symbolic return to the traditional family unit. 
Although she recognisHV WKDWVKHKDVµDOPRVWEHFRPHDZRPDQRIEXVLQHVV¶E\
taking over from her husband to manage their finances and household affairs, this 
role is only a minor shift. 92  Her agency is confined to that of a household 
manager, which, as Elizabeth Langland has shown, was tied to discourses of 
domesticity.93 Augusta GHVFULEHV KHU OLIH DV µPRQRWRQRXV DQG XQLQWHUHVWLQJ,¶ IRU
those reading her narrative, but nevertheless takes pleasure in it.94 This enjoyment 
has only been achieved through self-denial and by embracing the role of female 
QXUWXUHULQNHHSLQJZLWKVRFLHW\¶VH[SHFWDWLRQVRIKHU 
The self-abnegating female can aOVREHIRXQGLQµ5HG/HDYHV¶This story, 
ostensibly recounting how a copper beech tree acquired its red leaves, focuses on 
an ill-fated love affair between Yutta, unhappily married to Almann, and a 
travelling folksinger named Heinrich. Yutta, who writes poems and songs during 
                                                 
91Ibid., p. 184. 
92Ibid., p. 185. 
93(OL]DEHWK/DQJODQGµ:RPHQ¶VZULWLQJDQGWKHGRPHVWLFVSKHUH¶LQWomen and Literature in 
Britain 1800-1900, ed. by Joanne Shattock (Cambridge: Cambridge University Press, 2001), pp. 
129-130. 
94µ$3HQDQG,QN&RQIHVVLRQ¶S 
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the story, is the only example of a creative, productive female in Shadows on 
/RYH¶V 'LDO. Yet even here, she systematically impedes her own happiness, 
describing her poems DVµD ORWRIQRQVHQVH¶DQGSUHIHUULQJ WRGHVWUR\ WKHPWKDQ
have others peruse them.95 She later refuses to write anything else for fear of 
EHLQJ µPLVXQGHUVWRRG¶96  In doing so, she denies herself a creative outlet and 
orchestrates an emotional withdrawal reminiscent of Frosi LQµ6KDGHG&DQYDVVHV¶
She allows Heinrich to make some improvements to the poems, but their 
relationship is soon sacrificed in order to remain faithful to her husband. Like 
Augusta, Yutta cannot face the disapproval of the Church and will not separate 
from her husband by legal means. Rather than remain as a dutiful wife, however, 
she kills herself. This act of agency goes beyond the caged power of Augusta and 
Frosi due to its violent nature ± symbolically stabbing herself on the banks of the 
river and IRUHYHUVWDLQLQJWKHWUHH¶VOHDYHV. 
Much lLNH)URVL<XWWD¶VSDWKLVLQIOXHQFHGE\DSULHVWZKRLQVWLOVDVHQVH
of obligation in her. She is told that even a thought can be a sin and that without 
KHUSXULW\VKHLVµQRWKLQJ± QRWKLQJ¶97 The priest takes an inappropriate amount of 
SOHDVXUHLQWKLVKDYLQJµDIHHOLQJRIVDWLVIDFWLRQWRKXPEOHWKHJLUORIQREOHUDFH
>@ KH ZDV SLWLOHVV¶ 98  This detail again reflects the patriarchal influence on 
woPHQ¶VOLYHVVLQFH<XWWDLQJHVWVWKHVHEHOLHIVWRDIDWDOGHJUHHDQGDVZLWKWKH
other women in the collection, subverts her agency by hurting herself. Combining 
a sacrificial suicide with religious influence is evidence of Sylva reaffirming the 
                                                 
95&DUPHQ6\OYDµ5HGOHDYHV¶LQ6KDGRZVRQ/RYH¶V'LDO, p. 209. 
96Ibid., p. 215. 
97Ibid., p. 223. 
98Ibid., p. 224. 
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conservative associations of woman and DQJHOZKHUHE\µVHOI-abnegation was not 
RQO\SUHVFULEHGDVZRPDQO\LWZDVFRQVLGHUHGDUHOLJLRXVGXW\¶99  
Suicide as a result of unrequited love was, according to Olive Anderson, 
made to appear conventional across Europe through literature LQFOXGLQJ*RHWKH¶V
Die Leidens des jungen Werthers. 100  Such representations also reinforced the 
LGHRORJ\RIVHSDUDWHVSKHUHVµDPRQJZRPHQVXLFLGHE\GURZQLQJZDVVKRZQDV
the reluctant last resort of the seduced and abandoned [...] Very rarely indeed was 
VH[XDOUHPRUVHVKRZQDVSURPSWLQJDPDQWRNLOOKLPVHOI¶101 Death by drowning 
became a popular stereotype of the suicidal woman, capturing Victorian 
consciousness in art and literature, including the pre-Raphaelite painter Sir John 
Everett MilODLV¶V -1896) Ophelia (1851), Mirah in (OLRW¶VDaniel Deronda 
(1876) or Edna in &KRSLQ¶V The Awakening. It became widely accepted that a 
woman depicted near large expanses of water was contemplating suicide as a 
result of an ill-fated love affair.  
SyOYD¶V ZRUN DOVR GUDZV SDUDOOHOV ZLWK µ,PHOGD¶ DQG µ,QGLDQ :RPDQ¶V
'HDWK 6RQJ¶ IURP +HPDQV¶VRecords of Women (1828). In both instances, the 
women commit suicide near or in water as a result of unrequited or unsuccessful 
love affairs. Hemans emphasises the strength of both women, but tempers this 
with the realisation that their power is only exerted to destroy themselves. 
,PHOGD¶VµVZLIWFRXUDJH¶LVQRWWRDYHQJHKHUORYHUZKRKDVEHHQPXUGHUHGE\KHU
brother, but to kiss AzzR¶VEUHDVWGUDZRXWWKHSRLVRQ and die on the riverbank.102 
6LPLODUO\WKHµZLOGSURXGVWUDLQ¶RIWKH,QGLDQZRPDQ¶VVRQJDQGWKHµZDUULRU¶V
                                                 
99Dyhouse, p. 174. 
100Olive Anderson, Suicide in Victorian and Edwardian England (Oxford: Clarendon Press, 1987), 
p. 193. 
101Ibid, p. 196 
102)HOLFLD+HPDQVµ,PHOGD,¶LQRecords of Women (Edinburgh: William Blackwood, 1828), p. 67. 
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H\H¶ WKDWJXLGHVKHU DQGKHU FKLOGDORQJ WKH ULYHU DUH FHQWUHGRQKHU LPSHQGLQJ
death.103 Like Yutta, these women have been disappointed in love, but in keeping 
with societal expectations, they punish themselves rather than others.  
Sylva further indicates her awareness and adherence to traditional 
representations of female suicide LQ µ7KH&ULSSOH¶DQGµ7KH-LSL¶/LNH&KRSLQ¶V
Edna, Florica LQµ7KH&ULSSOH¶GURZQVKHUVHOILQRUGHUWRHVFDSHDKXVEDQGDQGD
OLIH VKH FDQ QR ORQJHU EHDU DOWKRXJK 6\OYD¶V VWRU\ LV far more sensational in 
content. Florica had a relationship with an officer prior to her marriage, the 
consequences of which are jealousy, physical injury, revenge and murder, as well 
as her own suicide. Her husband Nicolai is maimed as a result of her previous 
ORYHU¶VMHDORXV\DQGFRPHVWRVXVSHFW)ORULFDRIEHLQJLQYROYHGHVSHFLDOO\VLQFH
she is disgusted by his disability. In plotting his revenge, Nicolai forces Florica to 
OXUH KHU SUHYLRXV ORYHU WR WKH IRUHVW ZKHUH KH LV EUXWDOO\ PXUGHUHG )ORULFD¶V
suicide occurs after Nicolai warns her that she can only escape him in death. By 
the next morning, she has killed herself ± an act which symbolises her desire to 
escape the confines of her marriage.104 µ7KH-LSL¶ a Romanian folktale chronicling 
the development of the Jipi mountain range, continues the stereotypical 
associations of female death and drowning, but combines it with magical 
elements. RolDQGD D µZRQGURXVO\ IDLU PDLGHQ,¶ casts herself over a cliff and 
EHFRPHVDµIRDPLQJZDWHUIDOOZKRVHVSUD\IORDWHGLQWKHDLUOLNHDEULGDOYHLO¶105 
Caring for the two brothers ± who have grown jealous of each other in their love 
for Rolanda ± she sacrifices herself rather than choose between them.  
                                                 
103+HPDQVµ,QGLDQ:RPDQ¶V'HDWK6RQJ,¶Ln Records of Women, p. 105. 
104&DUPHQ6\OYDµ7KH&ULSSOH¶LQA Roumanian Vendetta and Other Stories.  
105&DUPHQ6\OYDµ7KH-LSL¶LQLegends from River and Mountain, p. 6; p. 17.  
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<XWWD¶V VXLFLGH LV also part of this cultural trope, but 6\OYD¶VGHFLVLRQ WR
provide her with a weapon, rather than depict her death by drowning, is a 
manipulation of convention. It shows that Yutta had in fact remained pure, despite 
her guilt DQG WKH SULHVW¶V UHPRQVWUDQFH$V VKH GLG QRW DFW RQ KHU IHHOLQJV IRU
Heinrich, she cannot drown her sorrows. But death in such close proximity to the 
river provides readers with an explanation of its cause ± it stemmed from her love 
for a man other than her husband. Although Yutta fights against her fatal decision, 
descULELQJWKHDEERWDVµWRRVHYHUH¶DOPRVWLPPHGLDWHO\DIWHUWKHIDWDOEORZVKH 
still cannot live with herself. 106  She removes the dagger from her body and 
expires, retaining her stereotypically prized feminine purity.  
Yutta, struggling to conform to the angelic role laid out for her by the 
Church, seeks salvation in suicide. This is an extreme form of self-inflicted 
SXQLVKPHQWEHFDXVHVKHZDVQRWµSXUHLQKHURZQ eyes, because she had unholy 
WKRXJKWV LQKHUEUHDVW¶107 Yutta, aided by the priest, becomes aware of her own 
sins, in this case her love for Heinrich, which goes against her marital vows. She 
thus perpetuates the cycle of women exercising their power through self-denial. 
Given the controversial nature of suicide, seen as a mortal sin in the eyes of the 
Church, as well as a criminal offence in Britain until the passing of the 1961 
Suicide Act ± although Germany had no penalty for suicide or assisted suicide 
from 1751 ± <XWWD¶V DFWLRQVQRWRQO\ LQGLFDWHKHUGHVSHUDWLRQEXW DOVR WKDW VKH
views the sacrifice of her own soul as preferable to the loss of her purity. By 
destroying herself and suppressing her desires, Yutta preserves the most important 
                                                 
106µ5HG/HDYHV¶S 
107Ibid., p. 228. 
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aspect of her identity: her honour as a wife and a woman. Suicide becomes a way 
to maintain an angelic status and to save women from succumbing to µGDUNQHVV¶ 
$GKHUHQFH WR &KULVWLDQ WHDFKLQJ DQG *RG¶V ZLOO LV DOVR SUHVHQW LQ µ7KH
6WRU\RID+HOSIXO4XHHQ¶ILUVWSXEOished in the North American Review in 1899 
and later part of $5HDO4XHHQ¶V)DLU\%RRN, where it occupies an uneasy position 
alongside the other fairy stories. This is due to its religious focus and the lack of 
magical events: the queen, praying to be able to end all suffering, receives her 
healing gifts from God, rather than the magical means utilised in the rest of the 
collection. The queen is also an adult with a young son, unlike the young children 
or adolescents who generally take the leading role in the other stories. Whilst 
there may be a moral message to this story, it is far more problematic for modern 
audiences to accept. The queen learns that she should not want to change the 
world and end all hardships. When she tries to do so, the suffering not only 
manifests physically on her own body, but her son must be sacrificed in order to 
DWRQHIRUKHUµSLRXVHUURU¶108  
The penalty for women breaking divine laws has already been seen with 
regard to )URVLDQG<XWWDDQGWKHTXHHQ¶VSXQLVKPHQWDJDLQVWHPVIURP stepping 
too far outside of her prescribed role. She is still adhering to the traditional view 
of the nurturing, self-sacrificing woman, but rather than limiting this to her own 
domestic sphere, she tries to help the world. Like the other women, she must lose 
health and happiness in order to be brought back into line with the traditional 
ideology of womanhood. Although the knowledge that the world has been 
LQWHQWLRQDOO\ GHVLJQHG E\ *RG DV µD ODERUDWRU\ ZKLFK DFFRUGLQJ WR ZRUOGO\
                                                 
108&DUPHQ6\OYDµ7KH6WRU\RID+HOSIXO 4XHHQ¶LQ$5HDO4XHHQ¶V)DLU\%RRN(London: George 
Newnes Ltd, 1901), p. 85. 
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conceits, we call hell or purgatory,¶EULQJV WKHTXHHQSHDFH WKLVPHVVDJHVHHPV
more restrictive than life-affirming.109 It is an extremely conservative notion that 
SHRSOHEXWHVSHFLDOO\ZRPHQVKRXOGQRWVWUHWFK WRRIDU µWKHUHIRUHDUHDOO WKRVH
blessed who help them that suffer with all their strength, with all self-sacrifice 
staking all they have to give. But they cannot make this world a paradise; that is 
QRWSHUPLWWHGWRWKHP¶110 Such people are pursuing the unobtainable. The queen 
may save some sufferers, but she cannot save all ± KHQFHKHUVRQ¶VGHDWK± and it 
is morally wrong to attempt to do so. The queen had to be punished because she 
ZDVLQWHUIHULQJZLWK*RG¶VODZVDQGWKHZRUOGWKDW+HLQWHQGHGWREHDSODFHRI
constant suffering.  
Continuing in this conservative vein, this moral implies that despite God 
FUHDWLQJDµODERUDWRU\¶inventions and developments are limited to His use only. 
Discoveries that might benefit humanity should not be developed as they go 
DJDLQVW *RG¶V GLYLQH SODQ 7KH ILHOGV RI VFLHQFH DQG UHOLJLRQ KDG come more 
frequently into conflict from the mid-nineteenth century onwards. Developing 
technology and scientific developments caused tensions within traditional 
religious thought. Most notably, On The Origin Of Species (1859) by Charles 
Darwin (1809-1882), not only proposed a theory of natural selection, but also 
suggested that all species could be traced to a single origin. Man was no longer 
the special product of a divine maker. Theories of evolution, coupled with a rise in 
secularism, led to a decline in religious authority.  
7KHFRQFOXVLRQRI6\OYD¶V VWRU\ forms part of a counter narrative, which 
resisted and attempted to undermine scientific supremacy. Her suggestion that 
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DWWHPSWLQJWRFLUFXPYHQW*RG¶VDXWKRULW\LVPRUDOO\ZURQJLVUHPLQLVFHQWRIWKH
cRQVHUYDWLYH (QJOLVK ELVKRS 6DPXHO :LOEHUIRUFH¶V -1873) arguments. 
Wilberforce campaigned vociferously against Darwinism in the 1860s, stating that 
µIHZ WKLQJVKDYHPRUHGHHSO\ LQMXUHG WKHFDXVHRI UHOLJLRQ WKDQ WKHEXV\ IXVV\
energy with which men, narrow and feeble alike in faith and in science, have 
bustled forth to reconcile all new discoveries in physics with the word of 
inspiration¶ 111  Nevertheless, 6\OYD¶V DWWDFN RQ VFLHQWLILF DQG PHGLFDO
investigations, alongside the other conservative aspects of her stories, which argue 
that women should know their place and should stay there, become a problematic 
pill for fin-de-siècle, as well as modern readers, to swallow. 
 
4.2. Carmen Sylva and the New Woman. 
 
The focus on the positive outcome of female self-sacrifice, and women 
overcoming their sins in order to become the ideal woman, might initially lead to 
the conclusion that Sylva, despite the reviews she received to the contrary, was a 
deeply conservative writer. Yet there are nuances within her depictions of 
stereotypical femininity that correspond with elements of the New Woman. Like 
the interest in Sylva and her work, this debate reached its peak in the mid-1890s. 
6\OYD¶V FRPSOLFDWHG HQJDJHPHQW ZLWK WKH PDUULDJH-plot, her destruction of the 
woman-as-victim archetype and her recognition of the need for female education 
become part of the discourse calling for change and equality for women. 
                                                 
1116DPXHO:LOEHUIRUFHµ$UW9,,± On the Origin of Species, by means of Natural Selection; or the 
Preservation of Favoured Races in the Struggle for Life. By Charles Darwin, M.A., F.R.S. 
/RQGRQ¶Quarterly Review, July 1860, p. 257. 
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Female education as a means of personal improvement is the foundation of 
µ7KH*LSV\¶V/RYH6WRU\¶ ± a story set in RRPDQLD¶VIHXGDOSDVW6\OYDFRPELQHV
female duty with class obligations, depicting the ill-fated relationship between 
Cassandra, a gipsy serf working for an aristocratic family, and Didica, a µLautari¶ 
RU WUDYHOOLQJPXVLFLDQ'LGLFD¶V OLIHVW\OHPHDQV that they are forbidden to marry 
and Cassandra is forced to marry another man. Whilst she vows that she will 
never love another man, both she and Didica UHDOLVHWKHLUVLWXDWLRQLVµa matter of 
FRXUVH¶112 Due to their social position ± or lack thereof ± they are without rights, 
meaning that Cassandra can be given DZD\ DV D µGXPE VRXOOHVV FUHDWXUH¶113 
:KLOVW'LGLFD¶VSURIHVVLRQDOORZVKLPWRHVFDSH± leaving soon after the wedding 
never to be seen again ± Cassandra is trapped in a loveless marriage. She does so 
witKRXW FRPSODLQW VWDQGLQJ DW WKH ZHGGLQJ SDUW\ µZLWK QR PRUH OLIH DQG
DQLPDWLRQ WKDQ D VWDWXH¶114 She EHFRPHV WKH IDLWKIXO ZLIH DQGPRWKHU EXW µDOO
KDSSLQHVVKDGGHSDUWHGIRUHYHUPRUH¶115  
In contrast to the angelic women mentioned at the beginning of this 
chapter, conforming to societal expectations causes Cassandra to be frozen in time 
as a living statue. She becomes the metaphorical creature that Sylva wrote of in 
KHU DSKRULVPV µGHSULYH D EXWWHUIO\ RI LWV EHDXWLIXO UDGLDQW ZLQJV DQG QRWKLQJ
remains but DYLOH UHSWLOH¶116 The loss of freedom ± importantly, this attribute is 
taken from the butterfly and is not a change that it seeks or embraces ± results in 
monstrosity. There is a loss of self here, a metamorphosis into something 
restricted and unnatural. Cassandra, however, never reveals this secret sorrow, but 
                                                 
112&DUPHQ6\OYDµ$*LSV\¶V/RYH6WRU\,¶LQA Roumanian Vendetta and Other Stories, p. 157. 
113Ibid., p. 158. 
114Ibid., p. 160. 
115Ibid., p. 161. 
116Thoughts of a Queen, p. 133. 
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suffers in silence. This is a reflection of her social position as servant and as a 
woman: unhappiness and misery are the result of forcing women to adhere to 
societal expectations and traditions. 
ThH XQQDPHG IHPDOH QDUUDWRU UHFRJQLVHG DV VXFK WKURXJK WKH VWRU\¶V
subheading ± µ7ROGE\WKH'DXJKWHURID%R\DU¶± is a woman of high status with 
more access to education than the servants employed and controlled by her 
family.117 Yet the opportunities she receives have not reaffirmed the status quo. 
Instead, she has fundamentally altered her beliefs, as is made clear in a short 
DVLGH7KHQDUUDWRULQWHUUXSWVWKHIORZRI&DVVDQGUDDQG'LGFD¶VVWRU\DWWKHSRLQW
where Cassandra refuses to speak to Costaki ± the man she is being forced to 
marry ± DQGUHFHLYHVµGXHFKDVWLVHPHQWIRUKHUREVWLQDWHVHOI-ZLOO¶118 7KHER\DU¶V
GDXJKWHUGHEDWHV&DVVDQGUD¶VSXQLVKPHQWZLWKKHUIDWKHUUHSUHVHQWLQJDV\PEROLF
conflict between Old and New, between patriarchal dominance and a new wave of 
feminine thinking: 
µWho, I should like to know, has put all these crazy 
modern notions into your head? Have you never heard that 
a gipsy who has not yet tasted the stick is as worthless as a 
mill without a wheel? And tell me, if you please, how you 
propose to manage the whole crew without distributing a 
few EORZVDPRQJWKHPQRZDQGWKHQ"¶ 
0\DQVZHUZDVSURPSWµ%\VHWWLQJWKHPIUHHIDWKHU¶ 
But I had not yet come back to disturb existing 
ordinance with my new-fangled ideas and prejudices.119 
 
This excerpt both reinforces and challenges traditional ideas. It perpetuates ideas 
of µRWKHUQHVV¶ DVVRFLDWHG ZLWK 5RPDQLD E\ HPSKDVLVLQJ WKH EDUEDULW\ RI WKHLU
                                                 
117This LVLQIHUUHGWKURXJKWKHWHUPµER\DU¶7KLV description was used until the seventeenth 
century to describe members of the highest ranking aristocracy in feudal Russia and Bulgaria, as 
well as Wallachia and Moldavia ± the two principalities that would be unified under Prince 
Alexandru Ioan Cuza in 1859 and formally recognised as Romania when King Carol I and Sylva 
became the first King and Queen in 1881. 
118µ$*LSV\¶V/RYH6WRU\¶S 
119Ibid., p. 157. 
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customs and treatment of their servants, but also professes distaste for such 
practices. Through the dauJKWHU¶V QDUUDWLRQ WKH ROG ZD\V UHSUHVHQWHG E\ WKH
indignant father DUHVKRZQWREHDQWLTXDWHGDQGWKHLQVHUWLRQRIµ\HW¶LQWRWKHILQDO
sentence indicates that his ideas will soon be questioned by a new generation. This 
story may not produce revolution or resolution since Cassandra is, after all, still 
forced to marry against her will, but impetus for change is beginning to take root.  
As Mona Caird (1854-1932) noted in an article on marriage in 1888µWKH
time has come, not for violent overturning of established institutions before 
people admit they are evil, but for a gradual alteration of opinion which will 
UHEXLOGWKHPIURPWKHYHU\IRXQGDWLRQ¶120 6\OYD¶VVWRU\ WLHV WKLVDUJXPHQW WRDQ
aristocratic woman, one who traditionally would seek to uphold the dominant 
ideologies that benefited her class. In recognisLQJ WKH µUHYROWLQJ EDUEDULW\,¶ DQG
proposing radical change through the liberation of the serfs, she undermines 
tradition to advocate both female and class-based emancipation.121 This story also 
indicates the positive influence of western thinking, seen as more enlightened and 
SURJUHVVLYH VLQFH µLW KDG QHYHU RFFXUUHG WR DQ\RQH WR SURWHVW XQWLO , KDYLQJ
completed my education under West-European influences, returned home from 
France with a host of new ideas considerably at variance with prevailing 
LQVWLWXWLRQV¶122 *LYHQ WKHKLVWRULFDO VSHFLILFLW\RI WKH WHUP µER\DU¶, it is unlikely 
that the story is set during the French Revolutions (1787-1799), but the reference 
to a French education may have been used to allude to a more liberal and 
GHPRFUDWLF QDWLRQ 6LQFH WKLV VWRU\ LV VHW LQ5RPDQLD¶V KLVWRULFDO SDVW LW LV also 
                                                 
1200RQD&DLUGµ0DUULDJH¶ Westminster Review, July 1888, p. 200.  
121µ$*LSV\¶V/RYH6WRU\¶S 
122Ibid. 
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possible that Sylva is hinting that progress has now been achieved: Romania may 
have been old-fashioned and underdeveloped, but change has now been realised.  
If access to education gives women ± admittedly upper class women ± the 
FKDQFHWRRSHQWKHLUH\HVWRVRFLHW\¶VSUREOHPVWKHQDUHVWULFWHGHGXFDWLRQOHDYHV
ZRPHQLQGDUNQHVV,Qµ$6WUD\/HDI¶DQGµ7KH5RGWKDW6SRLOVWKH&KLOG,¶Sylva 
depicts the negative consequences surrounding the lack of education for women. 
In the latter, she illustrates that there is some opportunity for young girls to learn, 
but severe punishments for not adhering to the rules put in place by educators. 
µ7KH5RGWKDW6SRLOVWKH&KLOG¶FHQWUHVRQ+HLGLZKRLVSXQLVKHGIRULGOHQHVVE\
her English governess. Forced to undress and remain in bed, Heidi is plagued by 
her conscience and the onset of a fever that causes her room to come to life. The 
story holds a unique position in 6KDGRZV RQ /RYH¶V 'LDO due to its focus on a 
\RXQJ FKLOG UDWKHU WKDQ D µFRPLQJ RI DJH¶ QDUUDWLYH and marital plot. Whilst 
+HLGL¶V story cannot engage with the themes of marital discontent, dangerous 
women or female self-sacrifice, it reflects upon the treatment of women with 
regard to education, thus linking the narrative to the rest of the collection. Heidi is 
punished for not learning her lessons, but by focalising the story through her, 
readers can comprehend the reason behind it. Her transgression is a temptation 
brought about by restriction, rather than laziness or inability.  
Heidi wants to play with the children outside, but has been forbidden to do 
so by her mother. The unknown pleasures in the garden render her too distracted 
to learn. 7KHXVHRIWKHJDUGHQWRV\PEROLVH+HLGL¶VWHPSWDWLRQFRXOGEHDQRWKHU
biblical reference to the Garden of Eden, where Eve was enticed to go against 
*RG¶V ZLOO +RZHYHU WKH HGXFDWLRQDO FRQWH[W RI WKH VWRU\ DOORZV 6\OYD WR JR
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beyond a conservative comment on women who overreach their capabilities. 
Instead, she LVUHIOHFWLQJRQZRPHQ¶VOLPLWHGVRFLDOVSKHUHDQGKRZthis is defined 
from childhood. The association of the garden with pleasure and the fulfilment of 
+HLGL¶V GHVLUes thus becomes a metaphor for her independence and maturity, 
which are denied to her. There is some opportunity for women to learn, but they 
are still confined in the home, away from natural experience. By being detached 
from society, they become dissatisfied with their lives, unable to complete the 
tasks that have been set for them. This leads to a number of conclusions: it was 
wrong for Heidi to ignore her education, but it was equally wrong for her to be so 
severely punished for wanting to experience wider society. The implication is that 
if she had not been prevented from experiencing simple, childhood pleasures, she 
would not have neglected her work ± an argument that Mary Wollstonecraft 
(1759-1797) KDG UDLVHG RYHU D FHQWXU\ HDUOLHU ZKHQ VKH KLJKOLJKWHG WKDW µWKH
sedentary life which they [women] are condemned to live, whilst boys frolic in the 
RSHQDLUZHDNHQVWKHPXVFOHVDQGUHOD[HVWKHQHUYHV¶123  
The punishment Heidi receives has psychological effects on her both at the 
time of her indiscretion as well as in later life. Prison-like imagery, akin to solitary 
confinement, is evoked when Heidi is confined in her room with a diet of bread 
and water. Heidi quickly develops feverish symptoms. She feels hot and cold and 
is unable to eat. Confinement disturbs her emotional wellbeing and Heidi is 
plagued by her conscience, which reminds her of every ill-mannered move she 
has ever made. It becomes so extreme that she begins to see the furniture in her 
                                                 
123Mary Wollstonecraft, A Vindication of the Rights of Women (1792) (London: Penguin Books, 
2004), pp. 55-6. 
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EHGURRP PRYLQJ UHPLQGLQJ UHDGHUV RI WKH XQQDPHG IHPDOH QDUUDWRU LQ µ7KH
Yellow WallpapeU¶E\&KDUORWWH3HUNLQV*LOPDQ-1935).  
Like Heidi, the narrator in that story had been confined in her bedroom 
and begins to see malevolent forces coming to life beneath the wallpaper. The 
unnamed woman had also been placed in her room for health reasons ± µD
WHPSRUDU\ QHUYRXV GHSUHVVLRQ¶ 124  +HLGL¶V VLWXDWLRQ KRZHYHU LV PRUH RYHUWO\
oppressive. ,Q *LOPDQ¶V VWRU\ Ueaders must infer the symbolic patriarchal 
dominance that restricts the woman and causes her mental decline ± µ-RKQ LV D
physician, and perhaps ± [...] ± perhaps that is one rHDVRQ,GRQRWJHWZHOOIDVWHU¶ 
± ZKHUHDV+HLGL¶V WUHDWPHQW LVPRUH REYLRXVO\ DOLJQHGZLWK SXQLVKPHQW125 Her 
JRYHUQHVVLQIRUPVKHUWKDWµ³LIFKLOGUHQGRQRWGRWKHLUOHVVRQVWKH\PXVWEHLOO´¶
but this is juxtapoVHGPHUHVHQWHQFHVODWHUZLWKWKHWKUHDWWKDWµ³\RX>+HLGL@NQRZ
WKDW\RXZLOOEHSXQLVKHGSXQLVKHGLQVXFKDZD\WKDW\RXZLOOUHPHPEHULW´¶126 
She does indeed remember it: WKHPHQWDOWRUWXUHKDGµVWDPSHGitself so forcibly on 
KHU PLQG¶ that she considers it worse than being beaten. 127 Punishment 
masquerades as illness in order to convince the young girl that it is for her own 
good. The effects of this punishment should be viewed in conjunction with the 
ambiguous end of the story:  
The door opened. Heidi shut her eyes tight. 
µShe LV DVOHHS¶ she heard a voice say. The veins 
swelled on her neck. Again there was a whisper. 
Heidi did not stir. At last they went away ± at last. 
And there was no need for Heidi to beg pardon. How 
could she?128 
                                                 
124&KDUORWWH3HUNLQV*LOPDQµ7KH<HOORZ:DOOSDSHU¶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125Ibid., p. 3. 
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+HLGL¶V SK\VLFDO UHDFWLRn to the unnamed voices suggests an element of terror, 
brought about by her confinement. Shutting her eyes and pretending to be asleep 
indicates her desire not to engage with her visitors, but the swollen veins hint at 
repressed emotion or anxiety. There was, therefore, no need to apologise, since 
the impact of her experience is so obvious ± Heidi would not dare to behave in 
such a way again. Her attempted rebellion ± KHU µLOOQHVV¶ ± has been corrected. 
Similarly, she could not apologise for her behaviour, because of the effect such 
treatment has had on her psyche, as well as her physical body.  
,QWKLVZD\ZHVHH6\OYD¶VILFWLRQUHSUHVHQWLQJZKDW(ODLQH6KRZDOWHUKDV
GHVFULEHG DV WKH µGRPHVWLFDWLRQ RI LQVDQLW\¶ DQG WKH µPRUDO PDQDJHPHQW¶ RI
ZRPHQ ZKLFK µVubstituted close supervision and paternal concern for physical 
restraint and harsh treatment, in an effort to re-educate the insane in habits of 
industry, self-FRQWUROPRGHUDWLRQDQGSHUVHYHUDQFH¶129 There were more women 
than men in public institutions from the mid-nineteenth century onwards and 
women were seen as more susceptible to insanity because of their reproductive 
and nervous systems. This was often used as justification to keep them out of 
professions or restrict their rights ± a way of silencing women. They could also be 
confined to institutions due to epilepsy or the wish to divorce, as well as for 
mental health problems. In line with this practice, Showalter notes that a young 
JLUO¶V LQFUHDVLQJ DZDUHQHVV RI KHU VRFLDO GHSHQGHQFH ± in comparison to men ± 
may well have resulted in an emotional crisis.130 +HLGL¶VWUHDWPHQWFOHDUO\DGKHUHV
WR6KRZDOWHU¶VGHILQLWLRQV+HLGLUHFRJQLVHVKHUOLPLWDWLRQVDQGDWWHPSWVDFKLOG¶V
UHEHOOLRQ'XHWRVRFLHW\¶VUHVWULFWLRQVKRZHYHUVKHFDQQRWKRSHWRVXFFHHGDQG 
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is physically restrained as a result of her impudence. She is treated like a prisoner 
in order to make her more industrious and focused on her education. Many male 
psychologists and doctors believed that mental illness was post-pubescent and that 
children could not suffer from such conditions, buW 6\OYD¶V VWRU\ LQGLFDWHV WKDW
women of any age can be driven to madness as a result of oppression.131  
The setting takes on added significance in this respect µ7KH 5RG WKDW
SSRLOV WKH &KLOG¶ LV WKH RQO\ VWRU\ set in an obviously British location. More 
specifically, given the references to the Great Exhibition, the Zoological Gardens 
DQG 6XVVH[ 3ODFH ZKHUH +HLGL¶V IDPLO\ OLYH LW LV EDVHG LQ /RQGRQ 132  The 
governess who punishes Heidi so severely is also English, but VKHµLVQRWUHDOO\D
JRYHUQHVV DQG VKHRQO\ WHDFKHVRWKHUSHRSOH¶V FKLOGUHQEHFDXVH VKHKDVD ODUJH
QXPEHURIFKLOGUHQRIKHURZQWRORRNDIWHUDQGSURYLGHIRU¶133 7KHJRYHUQHVV¶V
lack of professional credentials calls into question her treatment of Heidi. More 
importantly, it indicates that whilst Britain may be a place of increased 
opportunity for young women, there are still restrictions in place. Paradoxically, 
these are enforced by women themselves. This clearly differs from everyday 
practice and the management of women in public asylums, where the doctors in 
charge of the patients would be male. Yet as a literary motif, it further 
demonstrates the double-standards in nineteenth-century society and the degree to 
which women themselves continue this cycle of victimisation.  
Heidi had the opportunity to learn, even if her stifled existence caused her 
WRODFNWKHLQFOLQDWLRQ7KHVDPHFDQQRWEHVDLGIRU,VDLQµ$6WUD\/HDI,¶ZKHUH
                                                 
131Rick Rylance, Victorian Psychology and British Culture 1850-1880 (Oxford: Oxford University 
Press, 2000), p. 123. 
132µ7KH5RGWKDW6SRLOVWKH&KLOG¶SS-108. 
133Ibid., p. 110. 
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female influence is again employed as a method of restriction. Isa did not have a 
FRPSUHKHQVLYHHGXFDWLRQUHFHLYLQJOHVVRQVµIURPWLPHWRWLPH>@EXWRQO\ZKHQ
WKHUHZDVWLPHOHIWWREHILOOHGXS¶DQGWKLVLVDOLJQHGZLWKKHUPRWKHU¶VODFNRI
care and attention.134 :KLOVW ,VD ILQGV KHU µLJQRUDQFH >@ D FRQVWDQW VRXUFH RI
trouEOH¶ KHU PRWKHU FRQVLGHUV LW LUUHOHYDQW LQIRUPLQJ KHU GDXJKWHU WKDW µ³\RX
KDYH SOHQW\ RI PRQH\ DQG ZLOO PDUU\ VRRQ ,W¶V VWXSLG RI \RX WR WDON VR´¶  135 
Ironically, it is the fact that Isa complains about her lack of education that makes 
her appear idiotic in her PRWKHU¶VH\HV+HUHUHDGHUV gain insight into traditional 
ideas of womanhood, where marriage is seen as the optimal female achievement 
and education is deemed unnecessary, but again Sylva shows that when women 
perpetuate stereotypes of female behaviour, it may land a young woman in dire 
straits.  
When Isa moves in with her aunt, her limited education continues and Isa 
is at pains to conceal her ignorance. She receives tuition in English and French, 
EXW µQR RWKHU OHVVRQV ZHUH WKRXJKW RI DV ,VD ZDV JUown up, and, naturally, 
supposed to have finished her education, and the girl herself did not dare to 
FRQIHVV KHU LJQRUDQFH¶136 It is here that Isa becomes part of society, attending 
parties and falling in love with Herr von Rense. His betrayal eventually results in 
Isa marrying a bigamist. The close correlation of such events with her educational 
ignorance suggests that if Isa had been more aware of the world, her life would 
KDYH IROORZHG D GLIIHUHQW SDWK $JDLQ WKHUH LV D FOHDU OLQN WR:ROOVWRQHFUDIW¶V
poOHPLFZKHUHVKHDUJXHGWKDWEHFDXVHZRPHQDUHµWDXJKWIURPWKHLULQIDQF\WKDW
EHDXW\ LV D ZRPDQ¶V VFHSWUH WKHPLQG VKDSHV LWVHOI WR WKH ERG\ DQG URDPLQJ
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DURXQG LWV JLOW FDJH RQO\ VHHNV WR DGRUQ LWV SULVRQ¶ 137  This sentiment was 
reworked a century later E\6DUDK*UDQGZKRDUJXHGWKDWPHQKDGµFUDPSHGRXU
minds so that there was no room for reason in them, and then made merry at our 
ZDQW RI ORJLF¶138 Through these critical perspectives we can see that Sylva is 
continuing to discuss an unresolved, topical issue ± inequality and its effects on 
the female psyche.  
Education, both intellectually and emotionally, would produce women 
better equipped to cope with the pressures of societal life, where passivity results 
in destruction. Submissive women are shown to be the victims of men, as well as 
members of their own sex, as is exemplified by Lia LQµ$%URNHQ6WDWXH¶+HUHDV
previously mentioned, Lia is destroyed by the woman who wishes to usurp her, 
Marina, as well as by Arnold, who casts her aside as both his muse and his 
fiancée. Lia is characterised in angelic terms from the outset6KHLVµIDZQ-OLNH¶
with a quavering voice and long golden hair.139 Yet this pure but timid exterior 
does not EHQHILWKHU/LDLVDPHUHPXVH6KHLQIOXHQFHV$UQROG¶VFUHDWLYLW\EXt 
passively, as a result of her beauty. She is objectified under the male gaze, but 
even this form of approbation cannot be maintained and she is cast aside in favour 
of her antithesis, the confident, seductive and determined Marina. Her angelic 
nature causes her undoing: unable or unwilling to fight back, she relinquishes her 
ties to Arnold and, in doing so, her desire to live. Her passive acceptance of his 
decision to break off their engagement is the catalyst in her destruction, hence it 
                                                 
137Wollstonecraft, pp. 58-9. 
1386DUDK*UDQGµ7KH1HZ$VSHFWRIWKH:RPDQ4XHVWLRQ¶North American Review, March 1894, 
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being so closely juxtaposed with the gush of blood spurting from her lips and her 
JUDGXDOWUDQVIRUPDWLRQLQWRDµOLYLQJVNHOHWRQ¶140  
Other than one act of emotionally-charged agency, accusing Marina of her 
PXUGHU /LD UHWDLQV WKLV IDWDO SDVVLYLW\ 6KH EHFRPHV µLQFDSDEOH RI VSHHFK¶ DQG
GLHVµZLWKRXWDZRUGRIFRPSODLQW¶ 141 Through Lia, Sylva is able to critique the 
tradition of angelic female invalids who are content to suffer in silence, as 
HSLWRPLVHG E\ %HWK LQ /RXLVD 0D\ $OFRWW¶V (1832-1888) Little Women 
(1868/1869). In FRQWUDVW WR =LPPHUPDQ ZKR DUJXHV WKDW 6\OYD KDG µ9RUOLHEH¶
µIRQGQHVV¶ IRU WKH VHOIOHVV ZRPDQ , DUJXH WKDW VKH LV LQVWHDG LQGLFDWLQJ WKH
futility of such behaviour.142 Lia and Beth are eventually confined to their beds 
and their lack of physical movement or speech becomes a symbol of women 
trapped by their passivity. They have no effect on society and fade from 
recognition.  
$QH[WUHPHYHUVLRQRIWKLVLGHDLVIRXQGLQµ$)XQHUDOLQWKH&DUSDWKLDQV¶
Although Clarisse is the focus of the story, the irony is that she has been removed 
from it. She is dead before the narrative begins and buried within a few pages. 
Other than a few words, which are focalised through her husband Paul as he 
recounts their previous conversations, Clarisse has no voice at all. She is the 
epitome RIVHOIOHVVZRPDQKRRGKHUGHOLFDWHIRUPDQGµXQWLULQJGHYRWLRQ¶WRWKH
family leads her to fall ill and die.143 Passivity is ingrained to such an extent that 
even though her death triggers the plot, she remains in the background. Similarly, 
LiD¶VPDUW\UGRPGRHVQRWEULQJ any rewards, merely a slow and painful death in 
                                                 
140Ibid., p. 245. 
141Ibid., p. 244; p. 247.  
142Zimmerman, Die dichtende Königin, p. 83. 
143&DUPHQ6\OYDµ$)XQHUDOLQWKH&DUSDWKLDQV,¶LQA Roumanian Vendetta and Other Stories, p. 
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the shadow of her rival, who spreads rumours about Lia to damage her reputation. 
(YHQDWWKHHQGRIWKHVWRU\$UQROG¶VRQO\DFWRIFRQWULWLRQLVWRVHQGDVWDWXHIRU
her grave, years after Lia died. Such women achieve nothing and suffer in vain. 
As such, Sylva indicates that their behaviour is not to be emulated. 
$OED LQ µ7KH:LWFK¶V 6WURQJKROG¶ who, like Lia, LV EHDXWLIXO µZKLWH DV
VQRZ¶DQGJROGHQ-haired, meets a very similar fate.144 Although these descriptions 
act as an expression of her grace and purity, her naiveté results in her being unable 
to comprehend the world, once she has escaped the clutches of her over-protective 
mother. She has been sheltered to the point of ignorance, uneducated in societal 
expectations and even basic vocabulary, turning to her lover, Porfirie, for a 
GHILQLWLRQRIµSURXG¶145 7KLVYLUJLQDOXQZRUOGO\µGROO¶ LV3RUILULH¶VLGHDOZRPDQ
yet Sylva indicates that she, like Lia and Clarisse, is too sweet to live.146 Alba 
becomes disenchanted with a VKHOWHUHG OLIH LQ KHU PRWKHU¶V FDVWOH ± hence her 
decision to leave and marry Porfirie ± but this does not result in lasting change or 
emancipation. Instead, she continues to be dominated by Porfirie and his mother. 
Initially, they are her rescuers, but they soon disregard her beliefs and physically 
restrain her. She is in love with Porfirie, following him to her mother, Baba 
&RDMD¶VFDVWOHEXWZKHQVKHLVWRRODWHWRKHOSKLPVKHGLHVDWKLVVLGH ,QWKLV
way, SyOYDUHZRUNVWKHPDQWUDWKDWSHUPHDWHGµ7KH5RGWKH6SRLOVWKH&KLOG¶DQG
applies it to adult women, reaffirming that women who are confined in their early 
lives will try to escape, but ultimately will be unable to do so. Their enforced 
ignorance, often as a result of the actions of older women, creates a vicious circle, 
whereby women like Alba and Lia are drawn to men who profess to love them, 
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but who in practice degrade them. This situation can result in nothing but death 
and destruction. Change can only oFFXU LQ VWRULHV OLNH µ$*LSV\¶V /RYH6WRU\¶
when women are given the intellectual tools with which to orchestrate change.  
In depicting such meaningless lives, Sylva counteracts traditional 
discourse about the roles of women, subtly critiquing the women who have 
ingested these ideas to such a degree that they reinscribe patriarchal norms upon 
the next generation. She indicates that these ideas are antiquated and, although 
they appear to protect innocent adolescents, such treatment does more harm than 
good: Alba and Lia are doomed to die and Heidi undergoes severe psychological 
trauma. That Sylva destroys both extremes of stereotypical femininity ± the naive 
and unworldly women die alongside their demonic antitheses ± suggests that she 
advocated a middle ground, where women can achieve a greater degree of 
independence in some spheres, even if they return to tradition in others. This 
argument will be explored in more detail in the final section of this chapter. 
 
The notion that the apparently ideal woman is too weak to survive in 
society is further developed with regard to the depiction of physical violence. 
Whilst male characters suffer violent deaths within the stories, it is the depiction 
of gendered violence ± specifically male violence against women ± that is 
evLGHQFH RI WKH µSULYDWH URG¶ in nineteenth-century fiction and society. Such 
violence was concealed from public view and remained outside of legislative and 
cultural authority.147 0DQ\ RI 6\OYD¶V IHPDOH FKDUDFWHUV VXIIHU at the hands of 
violent male counterparts. As I noted, there is the almost justifiable murder of the 
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GDQJHURXVVLUHQ0DULQDLQµ$%URNHQ6WDWXH¶EXWOHVVGDQJHURXVZRPHQUHFHLYH
similar treatment. Matthes, for example, becomes increasingly violent towards 
)URVL LQ µ6KDGHG &DQYDVVHV¶He shakes her, tries to hit her with his stick and 
KROGV RQWR KHU WLJKWO\ DV µSXQLVKPHQW¶148 )ORULFD LQ µ7KH &ULSSOH¶ VXIIHUV LQ D
VLPLODU IDVKLRQ 1LFRODL GUDJV KHU WR D FKDLU DQG KROGV KHU LQ D µPHUFLOHVV LURQ
JULS¶LQRUGHUWRIRUFHKHUFRPSOLDQFH149 Later, when she reaches the forest where 
her husband has orchestrated the murder, he envelops her with his mutilated arms, 
VXIIRFDWLQJKHUVFUHDPVDQGµDOPRVWFKRNLQJKHU¶150 (YHQLQµ3XLX¶DQDOOHJRULFDO
story about the formation of Romania, the eponymous female heroine is 
YLFWLPLVHGE\KHUµEURWKHU¶FRXQWULHVZKRFKDLQKHUDQGKROGKHUµLQWKHLUSDLQIXO
LURQJULS¶151  
&RQVLVWHQW DEXVH LV DOVR VKRZQ LQ µ$ 3HQ DQG ,QN &RQIHVVLRQ¶ ZKHUH
DOPRVW IURP WKH EHJLQQLQJ RI WKHLU PDUULDJH $XJXVWD¶V KXVEDQG 5HLQKROG LV
physically and mentally abusive. His potential for violence is hinted at through 
$XJXVWD¶V UHIHUHQFHV WR KLV µZLOG SDVVLRQ¶ DQG WKLV PDQLIHVWV itself in his later 
behaviour, angrily throwing plates at the servants and, in a pivotal scene, 
attempting to strangle their dinner guest, Herbert Krause.152 Mere sentences later, 
Reinhold attacks his wife: 
I do not know rightly what happened next. I have 
an indistinct recollection of bells ringing, of Reinhold 
beside himself with fury. I think he struck me. 
Then all of a sudden his rage turned to terror. He 
clutched at my dress till he tore it, fell on his knees, 
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begging me to protect him and save him from the people 
who were trying to capture him.153 
 
At this stage of the story, Augusta is pregnant with a child that, once born, is 
quickly revealed to be physically and mentally disabled. Given that the incident 
takes place VKRUWO\ EHIRUH +HQQ\¶V ELUWK the implication is WKDW 5HLQKROG¶V
violence is responsible for her condition. Reinhold falls to his knees, which 
implies that Augusta was on the floor too, thrown there by the force of his attack. 
7KLVZRXOGDOVRH[SODLQZK\VKHKHDUVµEHOOVULQJLQJ¶± damage to her head as a 
result of his hand striking her face as well as the impact of hitting the floor. 
5HLQKROG¶V YLROHQFH, coupled with the intense strain on her body as a result of 
caring for him, has dire consequences for the submissive Augusta. It affects both 
her health and that of her unborn child. Here, even though it is not explicitly 
stated, we have the strongest indication from Sylva about the dangers of extreme 
passivity and the horrific effects it has on the women involved.  
There is an important correlation between these depictions of violence: female 
infidelity is the underlying cause. Arnold, for example, discovers that it was 
0DULQDQRW/LDZKRKDGEHHQ+XEHUW¶V ORYHU+HUHSDWULDUFKDOYLROHQFHLVDOVR
shown to have defensive purposes: Marina must be destroyed in order to protect 
innocent women like Lia, who suffer when Marina is permitted to flourish. 
Matthes, brooding over his injuries, believes Frosi is having an affair with the 
man who accidentally shot him and in an almost identical vein, Nicolai decides 
that his wife Florica must have conspired with his superior officer to let him 
freeze to death. Augusta also VXIIHUVDVDUHVXOWRI5HLQKROG¶VFRQVtant accusations 
of infidelity. These allegations form the justification for abuse. The constantly 
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WHUULILHG$QFDLQµ$5RXPDQLDQ9HQGHWWD¶LVPLVWUHDWHGE\'UDJRPLUIRUWKHVDPH
reason. She rarely leaves their KRPHEXWLVEHDWHQZKHQKHµKDGWDNHQLWLQWRKLV
KHDGKHUH\HVKDGVWUD\HGIRUDPRPHQWIURPKLP¶154 As a result, readers can see 
6\OYD¶V VWRULHVZRUNLQJZLWKLQ WUDGLWLRQDO GLVFRXUVHVZKHUHE\PDULWal violence, 
µHOVHZKHUH FDOOHG ³H[WUHPH DJJUDYDWLRQ´ RU ³EUXWDO YLROHQFH´ was frequently 
SHUFHLYHG DV WKH QDWXUDO RXWFRPH RI D ZRPDQ¶V EHKDYLRXU HVSHFLDOO\ LI KHU
KXVEDQGEHOLHYHGVKHKDGEHHQXQIDLWKIXO¶155 %\UHFRJQLVLQJWKDW6\OYD¶VIHPDOH
FKDUDFWHUV ZHUH GHEDVHG RU µIDOOHQ¶ KHU QLQHWHHQWK-century readers accepted 
violence as a justifiable punishment for unacceptable behaviour.  
Zimmerman has also discussed WKHYLROHQFHLQ6\OYD¶VILFWLRQDQGVXJJHVWV
that there is a discrepancy within her representations, connected to Romanian 
culture6KHDUJXHVWKDWµZlKUend die deutsche Frau unter der Gewalttätigkeit des 
Mannes leidet und sich gedemütigt fühlt, betrachtet die rümanische Frau die 
Gewalttätigkeit des Ehemannes als Zeichen seiner Eifersucht und sie legitimiert 
GLHVH DOV /LHEHVEHZHLV GHV 0DQQHV¶ µZKLOVW WKH German woman suffers her 
KXVEDQG¶V YLROHQFH DQG IHHOV KXPLOLDWHG WKH 5RPDQLDQ ZLIH FRQVLGHUV WKH
YLROHQFHWREHDVLJQRIKHUKXVEDQG¶VMHDORXV\DQGVKHMXVWLILHVWKLVDVDWRNHQRI
KLV ORYH¶156 In contrast, I argue that closer inspection of the stories reveals a 
more subversive rendering of gendered violence. The irony of this ideology of 
LQILGHOLW\DQGYLROHQFHZDVQRWORVWRQ6\OYDZKRQRWHGWKDWµDZRPDQLVVWRQHG
IRUDQDFWLRQZKLFKDSHUIHFWJHQWOHPDQPD\FRPPLWZLWKLPSXQLW\¶157 As I noted 
with regard to µ7KH &ULSSOH¶ )ORULFD¶V VXLFLGH LV WKH RXWFRPH RI 1LFRODL¶V
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violence. There is jealousy here, but no token of love. Instead, it is a desire for 
revenge against her for, as he sees it, treating him badly and having a prior 
relationship with another man. Here we have a Romanian setting and a vengeful 
husband, but the violence is in no way justified. Florica does not see it as a sign of 
love, or element of their courtship, but as abuse that she must escape.  
Furthermore, none of the other female characters warrant the accusations 
WKH\UHFHLYHWKXVXQGHUPLQLQJWKHSDWULDUFKDOQRUPVWKDWSXQLVKWKHP$XJXVWD¶V
love for her husband might wane, hence her newly developed feelings for Herbert 
Krause, but she never acts on these feelings and reacts violently to the suggestion 
of legal separation. Even Marina, whose death seems almost justified as a result of 
her lies and malevolent associations, is faithful to Arnold during their marriage. 
Like Florica, she had another lover prior to her marriage. The violence these 
women VXIIHULVDSURGXFWRIILFWLRQQRWIDFWDUHVXOWRIWKHLUKXVEDQGV¶MHDORXV
vengeful minds. This plot device LV UHPLQLVFHQW RI $QWKRQ\ 7UROORSH¶V (1815-
1882) He Knew He Was Right (1869), in which Louis Trevelyan becomes 
convinced that his wife Emily is having an affair. His jealousy and accusations are 
XQIRXQGHG DQG OHDG WR WKH GHWHULRUDWLRQ RI WKHLUPDUULDJHZKHUHE\ µVKH E\ KHU
step, and gait, and every movement of her body showed to him that she was not 
KLVZLIHQRZLQDQ\VHQVH¶as well as his own premature death.158  
Similarly, whilst it is not possible to ascertain whether Sylva was aware of 
WKHFRQWURYHUV\VXUURXQGLQJ0RQD&DLUG¶VHVVD\, µ0DUULDJH¶ WKHVHQWLPHQWVVKH
expresses are LQ NHHSLQJZLWK LW&RPSDULQJZRPHQ¶V OLYHV WR WKRVH RI chained 
GRJV &DLUG QRWHV WKDW WKH HPSKDVLV RQ FKDVWLW\ DV DZRPDQ¶V FKLHI YLUWXH LV D
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57. 
226 
 
UHVXOWRIµPDQ¶VPRQRSROL]LQJMHDORXV\WKURXJKWKHIDFWWKDWKHGHVLUHGWR³KDYH
DQGWRKROG´ one woman as his exclusive property, and that he regarded any other 
man whR ZRXOG GLVSXWH KLV PRQRSRO\ DV WKH XQIRUJLYHDEOH HQHP\¶159 6\OYD¶V
fiction reaffirms this view: the pressure on women to be faithful stems from male 
GHVLUHWRFRQWUROWKHPDQGWKHIHDUWKDWRWKHUPHQZLOOWU\WRWDNHWKHLUµSURSHUW\¶
Violence against women becomes a product of fear. Indiscretions are invented and 
women are attacked in order to mask male flaws.  
Sylva adheres to a traditional representation of domestic violence on the 
surface of her stories, but is in fact subverting the notion that women deserved the 
violence they received, using, as Michael :KHHOHUVXJJHVWVSORWVµFRQFHUQHGZLWK
private lives, and particularly love lives, as vehicles for some kind of social 
PHVVDJH >«@ GRPHVWLFDWLQJ ODUJH VRFLDO LVVXHV LQ SHUVRQDO WHUPV¶160 Although 
Wheeler is discussing English social-problem fiction here, the sentiment seems 
SDUWLFXODUO\DSSURSULDWHWR6\OYD¶VZRUN6LQFHWKHGRXEWDQGPLVWUXVWRIWKHPDOH
aggressors is entirely unfounded and the women she depicts are victims of a male 
desire to injure in RUGHUWRFRQWURO6\OYD¶VVWRULHVEHFRPHSDUWRIWKHGLVFRXUVHRI
resistance that developed from the mid-nineteenth century onwards, one that 
challenged prevailing ideological assumptions.  
Another important link between these representations of domestic violence 
against women is that the aggression is rarely described in detail. This is in 
contrast to violence by men against other men. For example, 5HLQKROG¶V violence 
towards Herbert Krause focuses on the contrast in colour during the strangulation: 
ReinhROG¶V µZKLWH KDQGV >@ FOXWFKHG WLJKWO\ URXQG KLV >+HUEHUW¶V@ QHFN WLOO WKH
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EORRGUXVKHGLQWRKLVIDFH¶161 $V,KDYHQRWHG5HLQKROG¶VDFWRIYLROHQFHWRZDUGV
his wife is less explicit and partially dependent on the interpretations of the reader. 
The contrast between these DWWDFNV LV LQGLFDWLYH RI 6\OYD¶V DGKHUHQFH WR D
common depiction of domestic violence against women, where physical violence 
by a man towards another man can be described, but the equivalent against a 
woman can only be hinted at. She continues this pattern in her other stories. When 
WKHXQQDPHGRIILFHU LQ µ7KH&ULSSOH,¶RU3kUYX LQ µ$5RXPDQLDQ9HQGHWWD¶ DUH
murdered, the descriptions are far more gruesome: 
+LV >'UDJRPLU¶V@ IDFH ZDV VR SDOH DQG GLVWRUWHG
with passion that for the moment [sic] they took him for a 
JKRVW%XWZLWKWKHFU\µ,KDYH\RXDWODVW!¶ he sprang on 
Pârvu, and stabbed him in the throat and eyes again and 
again, only withdrawing his dagger to plunge it in deeper 
still [...] he trampled on his prostrate foe, disembowelling 
him, and cutting off his nose and ears ± each pause 
succeeded but by a more savage onslaught still ± the 
murderer taking care through it all that not one of his 
deadly thrusts should reach the heart, lest it should curtail 
KLVYLFWLP¶VDJRQ\ 
When at last all was over, and the mangled body 
no longer gave signs of life, Dragomir, dripping with 
blood, turned to his sister with a fiendish grin.162 
 
6\OYDHYHQ LQIRUPVKHU UHDGHUV WKDWYXOWXUHV ODWHU DUULYHG WR HDW WKHGHDGPDQ¶V
flesh, a macabre level of detail that does not extend to her engagement with 
violence against women. There may be a number of reasons for this apparent 
restraint. On an obvious level, since her female characters ± with the exception of 
Marina ± are not murdered, there is no opportunity for such descriptions. This 
ODFN RI GHWDLO DOVR V\PEROLVHV WKH QDWXUH RI WKH µSULYDWH URG¶ LW RFFXUV EHKLQG
closed doors and, as a result, lengthy descriptions are kept under lock and key, 
even to those reading about fictionalised cases.  
                                                 
161µ$3HQDQG,QN&RQIHVVLRQ¶S 
162µ$5RXPDQLDQ9HQGHWWD¶SS-68. 
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The cultural context might also provide further explanation. Explicit 
depictions of violence against women were seen as more taboo than violence 
against men. In-depth descriptions of attacks on women were often perceived as 
too horrific for delicate female sensibilities. Many were fearful of the effects such 
fiction would have on the biologically inferior female brain.163 This was cemented 
by scientific case studies, which asserted that men possessed a greater intellectual 
FDSDFLW\ WKDQZRPHQZKRZHUHELRORJLFDOO\ µQHDUHU to the child-W\SH¶ DQG WKXV
limited to practical preoccupations.164 If Sylva wanted to sell her work, she had to 
make it socially acceptable. She may not have been entirely successful in this 
respect, hence, as I noted in Chapter Three, reviewers debating the most 
appropriate audience, but there may have been an underlying impetus to maintain 
a level of propriety suitable for her middle-class readership.  
However, some more graphic depictions of sexualised violence by men 
against women can EH IRXQG LQ6\OYD¶V VWRULHV µ&DUPD WKH+DUS-Girl¶ a fairy 
tale about a beautiful girl drawn away from her village by a manipulative and 
dangerous prince, is a good example. When Carma refuses to marry him, the 
DQJU\SULQFHEHJLQVWRµWRUPHQWKHU¶DQGWKLVYDJXHVXJJHVWLon of abuse becomes 
more explicit when the local children arrive to return her to their village.165 As 
&DUPD EHJV WR EH VHW IUHH WKH SULQFH¶V µUDJH NQHZ QR ERXQGV DQG GUDZLQJ KLV
GDJJHU KH SOXQJHG LW LQWR &DUPD¶V ERVRP H[FODLPLQJ ³7KHUH LV \RXU &DUPD
                                                 
163$PRQJRWKHUV&KDUOHV'DUZLQKDGGHWDLOHGZRPHQ¶VPHQWDOLQIHULRULW\WRPHQLQThe Descent 
of Man (London: John Murray, 1871). 
164Havelock Ellis, µMan and Woman: A Study of Human Secondary Sexual Characters¶ (1894) in 
The Victorian Age. An Anthology of Sources and Documents, ed. by Josephine Guy, (London: 
Routledge, 1998), p. 488. Havelock Ellis may refute the notion of female inferiority but, as these 
citations indicate, his work still reaffirms fundamental difference and the separate spheres 
ideology. 
165&DUPHQ6\OYDµ&DUPDWKH+DUS-Girl,¶LQ$5HDO4XHHQ¶V)DLU\%RRN, p. 38. 
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TakHKHUWKHQVLQFHVKHZLOOQRWVWD\ZLWKPH´¶166 The children frantically carry 
her back to the forest, but blood µEXUVWIRUWKLQDSXUSOHVWUHDP¶DQGVWDLQHGtheir 
handkerchiefs. 167  The dagger acts as a phallic weapon, an emblem of male 
dominance. Although it is removed and Carma recovers, she is never as content as 
VKHZDVEHIRUHµZKHQHYHUVKHVDZWKHPDUNWKHGDJJHUKDGOHIWWKHQVKHVLJKHG
VRIWO\ WR KHUVHOI¶168 There is an element of regret there, but more importantly, 
JLYHQWKHIRFXVRIVRPDQ\RI6\OYD¶s stories, it has little to do with marriage or 
love. Instead, it appears connected to the divine mission Carma received. Carma 
KDGµFRPHLQWRWKHZRUOGWRPDNHRWKHUVKDSS\,¶DQGZKLOVWVKHDFKLHYHV this in 
her village, her abilities do not extend to the world of the dominating powers: the 
adults, the monarchy and the men. 169  She can transform the objects of their 
dominion ± she plants the dagger in the ground and it becomes a beautiful rose 
tree ± but she cannot bring about long-lasting change.  
&DUPD¶V VWRry again complicates traditional discourses surrounding 
domestic violence, since she, more obviously than the female characters 
previously mentioned, is undeserving of the violence she suffers. There is not 
even a hint of infidelity with which to tarnish her name. This challenges the 
LGHRORJLFDOO\ DFFHSWHG QRWLRQ WKDW D ZRPDQ¶V PRUDO IDLOLQJV FDXVH YLROHQFH
should we assume that Carma has failed in her moral duty because she refuses to 
marry a man who tricked her, disregarded her wishes and stabbed her in a fit of 
pique? That seems too much of a stretch for nineteenth-century and modern 
readers alike. Unlike the women in other violent situations, Carma does not 
                                                 
166Ibid,. p. 39. 
167Ibid,. p. 40. 
168Ibid., pp. 43-44. 
169Ibid., p. 22. 
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escape through extreme measures such as suicide, but she does have to suffer. She 
differs further from the other female protagonists because she has the strength to 
UHPDLQ DORRI IURP D WUDGLWLRQDO UROH DV ZLIH DQGPRWKHU UHMHFWLQJ WKH 3ULQFH¶V
DSRORJ\DQGKLVHQWUHDWLHVIRUKHUWRUHWXUQDVKLVEULGHµ³<RXVWDEEHGPHIRUORYH
and you deceived me witK \RXU IDOVHKRRGV QHYHUZLOO , JRZLWK \RX DJDLQ´170 
This rejection is most likely connected to the magical element of the story. 
Although in this instance, Sylva is deviating from the fairy tale convention 
FRQFHUQLQJ PDUULDJH DV WKH µKDSS\ HYHU DIWHU¶ VWDte, the genre provides the 
opportunity for a magical recovery and an escape from suffering ± something the 
PDMRULW\RI6\OYD¶VZRPHQDUHGHQLHG LQKHUPRUHUHDOLVWLFVWRULHV6R WKHJRRG
are rewarded and Carma, who possesses the preterhuman powers of beauty and 
song, is one of the best. Yet she still cannot permanently change society.  
7KHYLROHQFHLQµ$5RXPDQLDQ9HQGHWWD¶DOVRKDVDVH[XDOXQGHUFXUUHQW
EXWLVYHU\GLIIHUHQWIURP&DUPD¶VVWRU\,WLs not only more graphic, but has more 
disturbing consequences for all involved. The behaviour of the principal 
protagonist, Sanda, problematises gender stereotypes from the outset. She is 
characterised by her masculine energy and strength, possessing the same dark 
eyes and hair as her brother, Dragomir. Moreover KHU µKDVW\ WHPSHU KHU VKDUS
tongue, and the strength of her shapely arm ± that arm that had once lifted a 
ZDJRQULJKWRXWRIWKHIXUURZLQZKLFKLWVWXFN¶KDYHPDGHKHULQIDPRXVLQWKH
village.171 It is precisely thesH µQRQ-IHPLQLQH¶ TXDOLWLHV WKDW cause her undoing. 
+HU LQVROHQW UHVSRQVH WR3kUYX¶V DFFXVDWLRQV ± he accuses her and Dragomir of 
skinning his cow alive ± causes him to vow revenge. In keeping with the 
                                                 
170Ibid., p. 43. 
171µ$5RXPDQLDQ9HQGHWWD¶S 
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treatment of unfaithful women 6DQGD¶V GLVUHVSHFW DQG EUHDN IURP WUDGLWLRQDO
female obsequiousness acts as justification for the violence to come.  
Pârvu achieves his revenge in an altercation charged with sexual violence. 
His actions are premeditated, something which does not feature obviously in the 
RWKHUVWRULHV+HFUHHSVXSRQ6DQGDµQRLVHOHssly [...] stealthily as a huntsman in 
SXUVXLWRIJDPH¶GHDOVKHUDµVKDUSEORZLQWKHEHQGRIWKHNQHH,¶and kneels on 
her back to hold her down.172 Like the attack on Carma, Pârvu uses a knife in his 
assault, but rather than stabbing Sanda, he cuts off her hair and beats her with the 
braids, informing her WKDWµ\RXPLJKWDVZHOOKDYHORVW\RXUKRQRXUDV\RXUKDLU¶± 
a link to female virtue, so prized within nineteenth-century society.173 By his own 
admission, Pârvu has violated Sanda, even using her own femininity as a weapon 
against her to administer µVKDUSVWLQJLQJFXWV¶WRKHUIDFH174 He enacts a symbolic 
rape. This sexual violence, more explicit than that pertaining to Carma, has a 
similarly patriarchal undertone, connecting with Lynn A. Higgins and Brenda R. 
6LOYHU¶V DUJXPHQW WKDW µUDSH DQG WKH WKUHDW RI UDSH DUH D PDMRU IRUFH LQ WKH
VXEMXJDWLRQRIZRPHQ¶175 Pârvu achieves his vengeance by proving his physical 
power over Sanda, dominating and destroying her body with his own. Sylva has 
partially deflected the sexual violence in the story ± it is not a literal act of rape, 
but a symbolic one ± but in her decision to include language stained with sexual 
connotations, she returns to the issue of patriarchal dominance and the ways in 
which it is enacted upon the female body in order to gain mastery.  
                                                 
172Ibid., p. 34. 
173Ibid., p. 35. 
174Ibid., p. 41. 
175 /\QQ $ +LJJLQV DQG %UHQGD 5 6LOYHU µ,QWURGXFWLRQ 5HUHDGLQJ 5DSH,¶ LQ Rape and 
Representation, ed. by Lynn A. Higgins and Brenda R. Silver (New York: Columbia University 
Press, 1991), p. 1. 
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This behaviour parallels the rape scene in Edleen Vaughan. Having carried 
Kathleen to a cave, thrown her to the ground and held her there with his knee, 
Tom asks her whether she was responsible for the fire at TemorDK¶VFRWWDJH The 
DUVRQDWWDFNKDGNLOOHG7HPRUDK¶V newborn baby, which Tom had fathered. As the 
O\LQJ.DWKOHHQSURWHVWVKHULQQRFHQFH7RP¶VWRQHEHFRPHVWKUHDWHQLQJµ³LIIHDU
FDQQRWH[WRUWWKHWUXWKIURP\RXORYHZLOO´KLVVHG7RPDQGWKHQ.DWKOHHQNQew 
WKDW VKH ZDV ORVW¶176 As this is a physical rather than a symbolic rape, Sylva 
FRQFHDOVLWEHKLQGOD\HUVRIVXJJHVWLRQDQGRPLVVLRQLURQLFDOO\MX[WDSRVLQJµORYH¶
ZLWK WKH REYLRXV DQJHU LQ 7RP¶V µKLVV¶ WR LQGLFDWH WKDW WKLV HPRWLRQ LV D
euphemism for the sexual violence that is revealed a few pages later. The chapter 
swiftly focuses on another character, returning to Kathleen only after the act has 
EHHQFRPSOHWHG6\OYDEHFRPHVSDUWRIµWKHSDUDGLJPRIUDSHDQGVLOHQFLQJ¶ that 
can be seen in Thomas Hardy¶V-1928) 7HVVRIWKHG¶8UEHUYLOOHV (1891).177 
$OHF¶VUDSHRI7HVVLVFRQILJXUHGLQVLPLODUO\LQWDQJLEOHWHUPVVXFKDVWKHREOLTXH
UHIHUHQFHWRµVREELQJRQHQLJKWODVW\HDULQ7KH&KDVH¶178  
The imagery Sylva evokes after the event, however, clearly indicates a 
non-FRQVHQVXDO VH[XDO DVVDXOW .DWKOHHQ OLHV µOLNH D EURNHQ WRUQ DQG WUDPSOHG
flower, from which all life and fragrance have passed, of which no one will know 
henceforward how fair and proud a flower it has been [...] her dishevelled black 
hair was grey ZLWKGXVW¶179 The dust in her hair is evidence of a struggle, whilst 
the metaphor of a flower indicates her fragility and femininity ± a popular 
                                                 
176Carmen Sylva, Edleen Vaughan: or Paths of Peril (London: F.V. White & Co., 1892), 3 vols, II, 
p. 210.  
177Higgins and Silver, p. 5. 
178Thomas Hardy, 7HVVRIWKHG¶8UEHUYLOOHV$3XUH:RPDQ(1891), ed. by Juliet Grindle and 
Simon Gatrell (Oxford: Oxford University Press, 2008), p. 103. 
179Edleen Vaughan, II, p. 220. 
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association in eighteenth- and nineteenth-century European culture.180 Given the 
theories of flower-symbolism that Sigmund Freud (1856-1939) would later 
GHYHORSDUJXLQJWKDWµVH[XDOIORZHU-symbolism [...] symbolises the human sexual 
RUJDQVE\IORZHUV¶Ze can push the metaphor further to consider what he termed 
WKHµYLROHQFHRIGHIORUDWLRQ¶DQGKRZWKDWLVLPSOLFLWLQ6\OYD¶VGHVFULSWLRQ181 The 
biological function of a flower is to facilitate fertilisation and reproduction and 
referring to Kathleen as a broken flower indicates that she has lost her virginity in 
a violent manner. 7KLVGHVFULSWLRQRIKHU DV µEURNHQ¶ DOVR OHads readers to infer 
that she may now be useless in reproductive terms, having been spoilt for any 
IXWXUHKXVEDQGE\7RP¶VDFWLRQV She is initially too weak to move and when she 
HYHQWXDOO\ VWDQGV VKH µFUHSW DORQJ WKH URFNV¶ WR WKH ULYHU ZKHUe she attempts 
suicide.182 The consequences of rape, rather than the event itself, are described in 
6\OYD¶VQRYHOEXWE\HQJDJLQJZLWKVXFK WDERRVXEMHFWV6\OYD LV WUDYHUVLQJ WKH
boundaries of Victorian decorum and highlighting the psychological damage that 
stems from sexual violence.  
It is in her short story, rather than her novel, that Sylva can be explicit, but 
also suggestive: using phallic symbols alongside violent lexical choices to unsettle 
her readers. Yet she also qualifies the sensationalism of the scene by reducing the 
intensity of the act: Pârvu does not force himself on Sanda sexually, but restrains 
himself to cutting her hair. In doing so, Sylva taps into the nineteenth-century 
preoccupation with hair ± specifically female hair ± and its symbolic value. Critics 
such as Elizabeth G. Gitter argue that µJROGHQ¶KDLUZDVVHHQDVVRPHWKLQJVDFUHG
                                                 
180Beverly Seaton, The Language of Flowers. A History (Virginia: The University of Virginia 
Press, 1995), p. 17. 
181Sigmund Freud, The Interpretation of Dreams (1899), ed. by Stephen Wilson (Ware, 
Hertfordshire: Wordsworth Editions Limited, 1997), p. 248. 
182Edleen Vaughan, II, p. 223. 
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and precious. 183  ,Q (OLRW¶V Middlemarch (1871-2), for example, Rosamond 
9LQF\¶V µKDLU RI LQIDQWLQH IDLUQHVV¶PDNHV KHU WKHPRVW VRXJKW-after woman in 
town, LQ FRQWUDVW WR WKH VHQVLEOH0DU\*DUWKZKRVH µFXUO\GDUNKDLUZDV URXJK
and stubborn.¶184 Sylva, however, H[WHQGV WKLVV\PEROLVPWRHQFRPSDVV6DQGD¶V
dark hair, showing the loss to be equally life-changing in terms of female strength 
and power. If hair is a PHWDSKRU RI IHPLQLQLW\ DQG SXULW\ 6DQGD¶V ORVV LV
connected to the symbolic rape: her honour is destroyed along with her hair.  
After the attack, Sanda exhibits an initial degree of ambivalence about her 
hairstyle:  
She experienced an almost pleasurable sensation in being 
able to shake out her locks as a young colt shakes its 
mane. It was as if she had been turned into a boy, as if she 
could venture to be all the more wild and daring now that 
she was no longer reminded of her womanhood by the 
long heavy tresses.185  
 
Nonetheless, she remains preoccupied with the shorn-off braids, wishing she had 
taken them from Pârvu. In describing her new appearance in terms of untidiness, 
WKHµVKRUWWKLFNPHVKHVRIKDLUZKLFKIHOOLQGLVRUGHURYHUKHUH\HV¶6DQGDGRHV
not embrace the freedom she initially experienced.186 Instead, she sees her new 
DSSHDUDQFHLQWUDGLWLRQDOWHUPVZKHUHE\GLVRUGHUHGKDLUZDVDVLJQRIµGHILFLHQF\
LQKHUZRPDQOLQHVV¶187 
There is an added level of complexity to the symbolism underpinning 
6DQGD¶V KDLU %HLQJ GDUN OLNH KHU EURWKHU¶V LW LV DV , QRWHG FRQQHFWHG WR KHU
                                                 
183(OLVDEHWK**LWWHUµ7KH3RZHURI:RPHQ¶V+DLULQWKH9LFWRULDQ,PDJLQDWLRQ¶PMLA, 99 
(October 1984), 936. 
184George Eliot, Middlemarch (1871-2) (Oxford: Oxford University Press, 2008), p. 104.  
185µ$5RXPDQLDQ9HQGHWWD¶S 
186Ibid., p. 39. 
187Galia Ofek, Representations of Hair in Victorian Literature and Culture (Farnham, Surrey: 
Ashgate Publishing Limited, 2009), p. 148. 
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masculine power. Shearing off the hair thus removes her dangerous darkness to 
some degree. Ironically, the loss of her long hair makes her more stereotypically 
feminine: she cries instead of seeking revenge and feels humiliated, where she 
was once proud. Cutting off the hair also coincides with Sanda falling in love with 
3ăUYX 6KH FDQQRW FRQWHPSODWH UHYHQJH DJDLQVW KLP DQG GHFLGHV WKDW WKLV µZDV
doubtless an evil spell cast over her by her own hair, that would give him power 
over KHUDVORQJDVLWUHPDLQHGLQKLVSRVVHVVLRQ¶188 Even without seeing him, she 
feels sure that he has kept it. The hair becomes a talisman and a symbol of the 
power that she has lost, reworking the Biblical story of Samson and Delilah. But 
where Delilah betUD\HG6DPVRQDQGVXUYLYHG3ăUYX¶VWUHDWPHQWRI6DQGDSURYHV
fatal ± Sanda is mad, but she lives on after the male protagonists have been 
murdered.  
The power Sanda attributes to her hair could also be read in Grecian terms, 
DVµ0HGXVDQKDLU¶ZKLFKWKUHDWHns patriarchal structures: her hair was the source 
RIKHUVWUHQJWKZKLFKDOORZHGKHUWRILJKWEDFNDOEHLWYHUEDOO\DJDLQVW3ăUYX189 
This is furthered by desFULSWLRQVRI3ăUYXDQGWKHKDLU$fter he cuts it, he notes 
WKDW µPDJQLILFHQW EODFN WUHVVHV >@ KDG XQWZLVWHG LQ KLV JUDVS¶ DQG KH TXLFNO\
hides them in his clothing.190 $VKHWDNHVWKHPKRPHWKHKDLULVSHUVRQLILHGµWKHLU
youthful grace and charm [...] twine themselves,¶ DURXQG KLV KHDUW 191  The 
previously µUHVSHFWDEOH¶ KDLU KDV EHFRPH DW RQFH OLEHUDted and snake-like ± 
holding his heart in its power. 6DQGD¶V KDLU EHFRPHV an explicit metaphor for 
female sexuality. Once he reaches his home, Pârvu empties a wooden chest and 
                                                 
188µ$5RXPDQLDQ9HQGHWWD¶p. 42. 
189Ofek, p. 16. 
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locks the hair inside, carrying the key with him ± something he had never done 
bHIRUH +H ODWHU DGPLWV WR 6DQGD WKDW KHU KDLU µEHZLWFKHG¶ KLP192 Even when 
unattached to Sanda, the hair remains powerful and precious3ăUYXmay revere 
this part of her, but it was stolen and not freely given, which perhaps explains the 
murderous conclusion of the story ± love cannot last when it has such violent 
beginnings $ WUDGLWLRQDO ORYHU¶V NHHSVDNH LV D ORFN RI KDLU EXW 3ăUYX KDV WZR
long plaits that he IRUFLEO\FXWIURP6DQGD¶V head. His actions are thus a way of 
exerting dominance and control and he keeps the hair as a perverse souvenir.  
Violently cutting off her hair, then, is a way of reaffirming the patriarchal 
QRUPDQG WRDFHUWDLQH[WHQW WKLV LVVXFFHVVIXO3ăUYX LQIRUPV6DQGD WKDWKe has 
JDLQHGµPDVWHU\¶RYHUKHUbut his behaviour is not as justified as the treatment of 
0DULQD LQ µ$ %URNHQ 6WDWXH¶ 193  The traumatic descriptions indicate not only 
societal double-standards, but also the way in which female identity and 
behaviour are constructed by patriarchal society. The violence of his behaviour is 
IRFDOLVHG WKURXJK 6DQGD DV VKH UHOLYHV WKH DVVDXOW UHPHPEHULQJ WKH µUHOHQWOHVV
grasp that had pinioned her [...] the iron fingers that had torn down her braids [...] 
Better, a thousand times better be dead than live on, shamed and humiliated 
WKXV¶194 The aggressive verbs used here place Sanda in the role of victim, abused 
E\DPHUFLOHVVWRUWXUHU3kUYXLVWHUPHGµWKHUREEHUWKHWKLHI¶ZKLFKUHDIILUPVWKH
argument that something more valuable than hair has been stolen from her.195 He 
has taken her virtue and has victimised her to the extent that, like Kathleen, Sanda 
does not think she can go on living.  
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Gitter argues WKDWµWKHPRUHDEXQGDQWWKHKDLUWKHPRUHSRWHQWWKHVH[XDO
invitation implied by its display, for folk, literary, and psychoanalytic traditions 
agree that the luxuriance of the hair is an index of vigorous sexuality, even of 
ZDQWRQQHVV¶196 $W KRPH 6DQGD¶V KDLU LV GHVFULEHG DV µKHDY\ PDVVHV RI EODFN
hair, WKDWIDOOVLQGLVKHYHOOHGWUHVVHVGRZQKHUEDFN¶197 7KLVLVKHUµSULYDWHKDLU¶± 
her hair in the domestic sphere ± which is loose but socially acceptable. Galia 
2IHN KDV QRWHG WKDW 9LFWRULDQ ZRPHQ DFFHSWHG WKDW µKDLU VKRXOG QRW EH
dishevelled, but rather display the same order, neatness and cultivation which 
were UHTXLUHGRI WKHP7KHLU ³UHDGLQJ´RI WKHLURZQERGLHVZDVFRQGLWLRQHGE\
the discursive environment in which their hair was constructed as a signifier, 
HQFRGLQJ DQG FUHDWLQJPHDQLQJ¶ DQG6DQGD DGKHUHV WR WKHVH QRUPV KDYLQJ KHU
hair braided and coiled around her head when she is in public.198 She also wears a 
KHDGVFDUIZKHQVKHFRPHVWRWKHYLOODJHDQGFRQIURQWV3ăUYX7KLVUHDIILUPVWKDW
his treatment was unjustified: Sanda, although verbally indignant, is not 
µZDQWRQO\¶GLVSOD\LQJKHUVHOI6KHLVLQQRZD\LQYLWLQJWKHVH[XDOWUDQVJUHVVLRQV
that Gitter sees as analogous to such behaviour. As such, she has been 
WUDQVIRUPHG LQWR D µIDOOHQ ZRPDQ¶ QRW E\ KHU RZQ KDQG EXW E\ SDWULDUFKDO
society. Positions of power are established between Pârvu and Sanda through 
6\OYD¶VGHVFULSWLRQVRIKHUKDLU\et the fear and abuse associated with Pârvu does 
not indicate an authorised, acceptable exercising of power. Instead, the imagery of 
rape unsettles readers, instilling in them the sense that Sanda has not warranted 
such violent treatment.   
                                                 
196Gitter, 938. 
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With this in mind, it seems even more disturbing that Sanda develops 
feelings for her attacker ± which he reciprocates ± soon after suffering so violently 
at his hands. This is a masochistic emotion that modern readers might identify as a 
form of Stockholm syndrome. Although this much-debated theory was coined in 
1973 to describe the psychological phenomenon of traumatic bonding between a 
victim and his/her DEXVHU 6\OYD¶V GHSLFWLRQ RI 6DQGD GRHV FRQIRUP WR FXUUHQW
definitions. Margi Laird McCue, for example, notes four key conditions that lead 
WR WKHGHYHORSPHQWRI6WRFNKROP6\QGURPH µWKHDEXVHU WKUHDWHQV WKHZRPDQ¶V
survival; the woman cannot escape, or at least thinks she cannot; the woman 
EHFRPHV LVRODWHG IURPRWKHUV DQG WKH DEXVHU VKRZV VRPHNLQGQHVV¶199 We can 
map tKHVH IHDWXUHV RQWR 6\OYD¶V VWRU\ 6DQGD IHHOV WKUHDWHQHG E\ 3kUYX DQG
remembers µWKH WRXFKRI WKHFROG VWHHOXpon her neck ± the moment of horrible 
H[SHFWDWLRQRIGHDWK¶200 'LUHFWO\DIWHUWKHDWWDFN3kUYXLQIRUPVKHUWKDWVKHµPXVW
hide at home¶ and Sanda herself recognises that fact, returning only under cover 
of darkness to recover the goods she left in the forest.201 Finally, Pârvu not only 
visits Sanda at her home, where he begs her forgiveness and praises her beauty, 
but he also protects her from the viOODJHUV¶ WDXQWV 7KHVH DFWLRQV DUH GLUHFWO\
correlated with a romantic relationship. Unlike other female characters such as 
Florica and Augusta, where love was present prior to violence, or Puiu, Carma 
and Kathleen, where physical violence leads to mistrust and HVFDSH6DQGD¶VVWRU\
VXJJHVWVWKDWYLROHQFHOHDGVWRORYH7KLVPLJKWDGKHUHWR=LPPHUPDQ¶s argument 
concerning, as I QRWHGYLROHQFHDVDµORYHWRNHQ¶ZHUHLWQRWIRUWKHHQGLQJRIWKH
                                                 
199Margi Laird McCue, Domestic Violence: A Reference Handbook (Santa Barbara, California: 
ABC-CLIO Inc., 2008), p. 20. 
200µ$5RXPDQLDQ9HQGHWWD¶S 
201Ibid., p. 35. 
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story. Given the murder and madness Sylva depicts, it seems more likely that this 
is again connected to her engagement with the psychological effects of violence: 
trauma both during and after such events can bring nothing but destruction.   
7KH SDUDOOHOV EHWZHHQ 6DQGD¶V EHKDYLRXU DQG 6WRFNKROP 6\QGURPH
continue in terms of psychological after-effects. These include displaced rage 
DJDLQVW RWKHUV LQVWHDG RI WKH DEXVHU WKH ORVV RI WKH YLFWLP¶V VHQVH RI VHOI DQG
ZKDW0F&XH WHUPV µWKHSXVK-pull dynamic, in which the impulse is to push the 
man away and pull him towards hHUDW WKHVDPHWLPH¶202 Once Sanda has fallen 
IRU3kUYXVKHHPSDWKLVHVZLWKKLPDQGILQGVKHUEURWKHU¶VEHKDYLRXUWRRH[WUHPH
Later, when Pârvu has been murdered, Sanda attacks her brother, using all of her 
strength to push him over the cliff. There may bH DQ HOHPHQW RI WKH µSXVK-pull 
G\QDPLF¶KHUHVLQFH6DQGDLVKRUULILHGE\KHUORYHU¶VPXUGHUEXWPDNHVQRHIIRUW
WRVDYHKLPPHUHO\ZDWFKLQJKHUEURWKHU¶VDFWLRQVµDVLIFKDLQHGWRWKHVSRW¶203 
She loves Pârvu, but her stillness suggests that she also exhibits a subconscious 
GHVLUHIRUUHYHQJH2QFHKHLVGHDG6DQGDµSXOOV¶3kUYXEDFNWRKHUE\DYHQJLQJ
him ± PXUGHULQJKHURZQEURWKHU6DQGDLVRQHRIWKHRQO\FKDUDFWHUVLQ6\OYD¶V
short stories to be physically violent to others, rather than simply the victim of 
men, with her strength emphasised from the beginning of the story. Ironically, 
however, the strength that leads her to cast Dragomir over the cliff is fuelled by 
her grief and love ± emotions closely aligned with female sensibilities.  
The loss of self that 0F&XH PHQWLRQV FRXOG EH UHIOHFWHG LQ 6DQGD¶V
madness, which occurs directly after the murders. The shock and trauma she 
experienced causes disturbances in her mind and she no longer has a grasp on 
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reality. The Sanda from the beginning of the story is not the character that readers 
are left with and Sylva returns to the common trope of women who are destroyed 
mentally and/or physically by violent men. Sanda survives her ordeal, but at a 
price. Sylva is not necessarily anticipating Stockholm Syndrome, but rather 
engaging with the psychological effects of victimisation in a way that provides 
insight into contemporary attitudes to rape and the violation RIZRPHQ6\OYD¶V
response is not a critique of every male in her society, but the sadistic few who 
DWWHPSWWRSK\VLFDOO\GRPLQDWHDQGGHVWUR\ZRPHQ¶VERGLHVIRUWKHLURZQEHQHILW
In highlighting the catastrophic consequences of such actions, Sylva provides a 
stark warning to readers.  
In this way, Sylva appears to be presenting the emotional inferiority of the 
male sex, who cannot comprehend the complexities of the women they love, 
PDUU\ RU VLPSO\ HQFRXQWHU $V VXFK KHU ZRUN DGKHUHV WR 9DOHULH 6DQGHUV¶V
argument that the Victorian marriage plot, even in the writing of apparently 
antifeminist writers such as Margaret Oliphant, FRXOGEHFRPHDµWURXEOHGVLWHRI
struggle, a place where the meaning of marriage is repeatedly contested [...]. 
Moreover, their image of marriage becomes progressively more caricatured at the 
KXVEDQG¶V H[SHQVH UHYHDOLQJD VXUSULVLngly strong undercurrent of contempt for 
PHQ¶204 ,Q6\OYD¶V ILFWLRQDZDUHQHss and understanding often come too late for 
the male characters, usually after they have mentally or physically abused their 
wives ± a sentiment Sylva also succinctly expressed through one of her 
DSKRULVPV µPHQ VWXG\ D ZRPDQ DV WKH\ VWXG\ WKH EDURPHWHU EXW WKH\ GR QRW
                                                 
2049DOHULH6DQGHUVµ0DUULDJHDQGWKHDQWLIHPLQLVWZRPDQQRYHOLVW¶LQVictorian Women Writers 
and the Woman Question, p. 25. 
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XQGHUVWDQG WLOO WKH GD\ DIWHUZDUGV¶ 205  0DWWKHV LQ µ6KDGHG &DQYDVVHV¶ IRU
example, angry about his own situation and too proud to ask for help, does not 
realise the effect his behaviour has on his wife until he is told by the priest. This 
conversation brings about the resolution in their story, but it occurs between two 
men, not between husband and wife.  
Similarly, Nicolai realises after )ORULFD¶V GHDWK that he was wrong to be 
suspicious and goad her into suicide. Arnold, too, who was inconsidHUDWHRI/LD¶V
feelings and believed rumours of her infidelity, only comprehends the extent of 
0DULQD¶VPDQLSXODWLRQDIWHU/LD¶VGHDWKUHDOLVLQJKRZKHPLVWUHDWHGWKHLQQRFHQW
giUO WKURXJK KLV LQDELOLW\ WR µGLVWLQJXLVK EHWZHHQ WUXH DQG IHLJQHG IHHOLQJ DQG
H[SUHVVLRQ¶ 206  The implication is that these men do not always deserve the 
women in their lives, although paradoxically, the women must suffer or die before 
the male epiphany will occur.  
 
7KHµJUH\DUHD¶LQWKHPDUULDJHSORW 
  
In Germany, as in Britain, early feminist debate called for improvements 
WRZRPHQ¶VVWDWXVEXWDOVRµJORULILHGPRWKHUKRRGDVWKHEDVLVRIZRPHQ¶VFODLP
to dignity, equality, or a widened sphere of action in both public and private 
VSKHUHV¶ 207  Even as women advocated change, they would often distance 
themselves from association with more radical opinions or behaviour in order to 
VWUHVV WKH UHVSHFWDELOLW\ RI WKHLU PRYHPHQW :RPHQ¶V ZULWLQJ DQG VRFLHWDO
                                                 
205Thoughts of a Queen, p. 32. 
206µ$%URNHQ6WDWXH¶S 
207$QQ7D\ORU$OOHQµ)HPLQLVPDQG0RWKHUKRRGLQ*HUPDQ\DQGLQ,QWHUQDWLRQDO3HUVSHFWLYH
1800-¶LQGender and Germanness. Cultural Productions of Nation, ed. by Patricia 
Herminghouse and Magda Mueller (Providence; Oxford: Berghan Books, 1997), p. 113  
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coQVWUXFWLRQV RI WKH ZRPDQ¶V UROH WKXV EHFRPH OHVV EODFN DQG ZKLWH WKDQ
previously recognised.  
The development of the New Woman stimulated serious debate about the 
role of women in the 1890s, more than in any other decade of the nineteenth 
century, without reaching a finite conclusion. As Ann Ardis has highlighted, much 
of the contemporary discussion could be seen as contradictory, characterised by 
ZKDWVKHKDVWHUPHGµERRPHUDQJSORWV¶ZKLFK µFDWDSXOWWKHLUUHEHOOLRXVKHURLQHV
back into conventionality or sKRZ WKH QH[W JHQHUDWLRQ¶V EDFNODVK DJDLQVW WKHLU
PRWKHU¶V IHPLQLVP¶208 The passive Angel in the House was now joined by the 
independently-minded New Woman, but there was also a third woman, who 
might be termed the New Angel. She recognised her maternal duties, but also 
encouraged social change. The boomerang plots Ardis describes, pushing forward 
in some ways, but propelled back to tradition in others, allow this New Angel to 
exist.  
7KLV µJUH\ DUHD¶ LV IRXQG DFURVV6\OYD¶V ILFWLRQ7KDW ERWK H[WUHPHVFDQ
coexist in her work indicates a blurring of gender boundaries and the melding of 
the traditional with the deviant. 6\OYD¶VZULWLQJLVQRWRQH-sided, in favour either 
of tradition or of new, radical ideas, but is a combination of both. There are some 
characters, as previously noted, with whom the reader feels little sympathy. 
Marina, for example, is the vilODLQ RI µ$ %URNHQ 6WDWXH¶ 2thers, however, are 
more ambiguous. By layering the progressive on top of the traditional, Sylva 
unsettles the image of womanhood, destabilising the boundaries not only between 
µJRRG¶DQG µEDG¶ IHPDOHEHKDYLRXUEXWDOVREHWZHHQ stereotypes of masculinity 
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and femininity. As the following section will explore, there are elements of gender 
equality woven into the stories: men and women can be equally responsible for 
the problems in marriage and for solving them. Furthermore, both male and 
female characters can be punished in equal measures for their transgressions.  
A good example of this amalgamation of boundary breaking and almost 
sLPXOWDQHRXVDIILUPDWLRQRI WUDGLWLRQFDQEH IRXQG LQ µ1LQH'D\V¶SXEOLVKHG LQ
Belgravia in November 1889. Here, Sylva again explores the representation of 
adultery, loveless marriages, madness, suicide and infanticide after a woman and 
her husband are bitten by a rabid dog in a Romanian town. Whilst reaffirming the 
dangers of exotic foreign countries for British readers, as well as the power of 
nature to heal and calm the troubled souls after they travel to Vienna to await their 
fate, Sylva provides an ironic twist: the impending death brings the characters 
back to life. The narrator, Anna, hints in the initial stages of the story that she and 
her husband possess little more than a marriage of convenience, remarking that 
µ\HDUVKDGSDVVHGVLQFHWKHWLPHZHhad lived together in harmony of thought and 
IHHOLQJDOOZDVRYHUEHWZHHQXV¶209 After many hooks and hints, she reveals the 
cause of this marital strife: 
Since the time I discovered he was unfaithful to me 
I had never said a kind word to him, or tried to brighten 
his hard life. I took all my pleasures and enjoyment with 
others, at first to show him I did not care and afterwards 
because it amused me. Yes, I had liked them all ± all the 
men who had paid me attentions, especially the Captain 
last season; but now Death had cast his shadow over me, 
and at this thought I forgot everything again except him, 
my husband, and my child. 
Would I now have the courage to go to Louis, and 
VD\ µI have never ceased loving you; I forgave your 
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unfaithfulness long ago; it was I who was to blame for it, 
not \RX,ZDVQRJRRGZLIHWR\RX"¶210  
 
This passage emphasises that there is mutual responsibility for the breakdown of 
the marriage. ,WDOVRLQGLFDWHV$QQD¶VFRPSOLFDWHGUHODWLRQVKLSZLWKWKH$QJHOLQ
the House ideology. Louis was the first to be unfaithful, which Anna sees as a 
justification, or at least an explanation, for her actions. The admission that she has 
LQWHQWLRQDOO\ UHOLQTXLVKHG KHUZLIHO\ GXWLHV DQG DFWLYHO\ WDNHQ µSOHDVXUH¶ LQ WKH
arms of other men aligns her with the dangerous female demon, rather than the 
angel. Yet her recognition that she now only thinks of her family, coupled with 
WKH XQH[SODLQHG QRWLRQ WKDW VKH ZDV UHVSRQVLEOH IRU KHU KXVEDQG¶V DGXOWHU\
returns her to the role of passive, nurturing wife and mother. Her admission of 
responsibility, however, is confined to Anna, the reader DQG WKHXQQDPHG µ\RX¶
that she addresses.  
$V WKH VWRU\ SURJUHVVHV /RXLV DQG$QQD¶V VKDUHG H[SHULHQFH ± the fatal 
dog bite ± causes them to develop as a couple. The bite accomplishes something 
that neither Anna nor Louis could manage themselves: they overcome their 
marital issues and rekindle their love, becoming increasingly affectionate with 
each other as the nine days ± apparently the amount of time needed for rabies to 
claim a victim ± pass. Anna realises she could never kill her child, a murder she 
was initially contemplating upon hearing the fatal news, since it is now recognised 
as something to preserve. Although Anna can be said to return to the role of 
domestic angel E\WKHHQGRIWKHVWRU\KDYLQJµUHPDLQHGEUDYHVRDVQRWWRPDNH
his >/RXLV¶V@ KHDUW VWLOO KHDYLHU¶ WKH VWRU\ HQGV ZLWK PXWXDO DSSUHFLDWLRQ DQG
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redemption, albeit tinged with the knowledge of their impeding deaths.211 As with 
the other stories that are structured around a central conflict and its eventual 
resolution, Sylva again indicates that a violent tragedy can be transformed into 
positive change within a marriage. 7KLV DJDLQ GUDZV SDUDOOHOV ZLWK ( 1HVELW¶V
DGXOWILFWLRQVSHFLILFDOO\KHUVKRUWVWRU\µ&RDOVRI)LUH¶ZKLFKZLOOEHGLVFXVVHG
in the following chapter in more detail.   
Similarly, the female characters who experience domestic violence often 
struggle to completely conform to the Angel in the House role. As they diverge 
from tradition, so do their male counterparts. The misplaced judgement of the men 
causes violent outbursts, but an element of divine justice also enters the narratives, 
resulting in them also receiving a punishment. This primarily occurs through 
illness or physical deterioration. The traditional image of the omnipotent patriarch 
is problematised here: Matthes is physically disfigured and Reinhold suffers a 
mental and physical breakdown, to the extent that he must be forcibly incarcerated 
in an asylum. Dangerous men, despite their societal dominance, are not exempt 
IURPMXVWLFHLQ6\OYD¶VVWRULHVDQGKHUEDODQFHGWUHDWPHQWRIIODZHGFKDUDFWHUVRI
ERWK JHQGHUV LV PDGH PRVW REYLRXV LQ µ6KDGHG &DQYDVHV¶ µ$ 3HQ DQG ,QN
&RQIHVVLRQ¶DQGµ1LQH'D\V¶ 
In these stories, redeemable characters are allowed to change and survive. 
Unlike Dragomir and Nicolai ± violent men whose murderous impulses result in 
their own destruction ± Matthes, Reinhold and Louis repent. As a result, they 
achieve some form of positive resolution, albeit with physical reminders of their 
ugly pasts. Augusta and Reinhold have prematurely aged, with greying hair 
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symbolising the horrific experience they have undergone ± a trope Sylva also 
employed with regard to $UQROGLQµ$%URNHQ6WDWXH¶6KHZURWHWKDWµZKLWHKDLU
is tKH IRDPZKLFK FRYHUV WKH VHD DIWHU D WHPSHVW¶ DQGPDSV WKLV LGHD RQWR KHU
short fiction by depicting stormy lives and the repercussions of dangerous 
behaviour.212 These identical punishments indicate that all of the characters have 
changed over the course of the narratives: Frosi and Matthes have overcome their 
vanity and pride, Reinhold has subdued his jealous outbursts and Augusta has 
rediscovered her strength and affection. This is, in part, a didactic message that 
even those with outwardly perfect outer shells are inwardly flawed. It also calls 
for a middle ground, whereby women, like men, can go beyond the one-
dimensional ideological assumptions about gender. As Craciun argued with regard 
to Charlotte Dacre, KHU WH[WV µinstruct women readers not only thaW ZRPHQ¶V
sexual desires are capable of destroying both self and others, a conventional and 
often misogynist concept, but that the naturally asexual and domestic woman held 
XSDV WKHDOWHUQDWLYH LGHDO LV DVXQQDWXUDO DVKHU³GHJHQHUDWH´GRXEOH¶213 Unlike 
Dacre, who exemplifies this argument by destroying all of her female characters 
in Zofloya, VRPHRI6\OYD¶VZRPHQVXUYLYH7KHVHFKDUDFters are neither angels 
nor demons, but a more ambiguous mix. 
All of the gendered violence discussed in this chapter occurs in a domestic 
setting and the emphasis placed upon the problems within marriage is a more 
UDGLFDO DVSHFW RI 6\OYD¶V RHXYUH, which deviates from the traditional view of 
marriage as an ideal state. Yet within her depiction of constrictive marriages, 
women can only escape their confines in limited and extremely negative ways, 
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UHDIILUPLQJKHUDPELJXRXVUHQGHULQJRIJHQGHUGHEDWHV6\OYD¶VZRPHQKDYHIRXU
options open to them: separate by legal means, have an affair, lose their minds, or 
commit suicide. All of these options involve a sin of some kind, against their 
husbands or against God. Their angelic reputations are fatally tarnished and these 
methods do not guarantee success, due to their negative associations. Legal 
separation, for example, does not appear WREHDQRSWLRQDV6\OYD¶VZRPHQHLWKHU
reject it themselves or are persuaded to remain with their husbands. The fictional 
PDGZRPDQPD\VXUYLYHKHURUGHDOEHFRPLQJDVHQVDWLRQDOWURSHRIµVXEYHUVLYH
protest against the limitations in woPHQ¶V OLYHV¶ yet the simple fact that these 
women have lost their sanity and thus their sense of self indicates that whilst 
society has caused women to attempt small rebellions, they cannot so do 
rationally.214  
The alternative to escape is to remain within an abusive situation, as Anca 
GRHVLQµ$5RXPDQLDQ9HQGHWWD¶EHOLHYLQJ WKDW'UDJRPLU¶VSK\VLFDOYLROHQFHLV
µSHUIHFWO\ QDWXUDO DQG MXVWLILDEOH¶215 Passivity makes her a perpetual victim and 
her husband makes no effort to change his murderous ways. As she dies alongside 
her child at the end of the story, Sylva reminds her readers of the dangers of 
adhering to all patriarchal norms of female behaviour. This indicates that Sylva is 
SDUWLDOO\ FRQIRUPLQJ WR µFDQRQLFDO DFFRXQWV,¶ ZKLFK GRFXPHQWHG ZRPHQ¶V
resignation to violence: women not only deserved the violence they experienced, 
but endured it because that they saw no alternative.216 However, as I have noted, 
women such as Frosi, Augusta and Anna remain in their unhappy marriages, but 
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SURVSHU7KLVLVEHFDXVHXQOLNH$QFD¶VVWRUy, improvements are made by both the 
husbands and the wives. Mutual change brings positive resolution. 
Sylva thus presents a conflicted relationship, whereby marriage can be 
both the ideal state and a site of conflict. Such ambiguity implies that if it is not 
possible to achieve some semblance of equality, then it is preferable to remain 
unmarried. Although this is never explicitly stated by Sylva, this argument is 
supported by her coming-of-age narratives and is in keeping with the rise of the 
µEDFKHORU JLUO¶ LQ V ILFWLRQZKLFK DV(PPD/LJJLQV KDV DUJXHG VRXJKW WR
HPSKDVLVH WKH µGHVLUDELOLW\ RI WKH VSLQVWHU¶V ORW¶217 ,Q µ$5RXPDQLDQ9HQGHWWD¶
DQG µ5HG /HDYHV,¶ 6\OYD XVHV poetry written by her female characters to 
communicate this message to her readerV $QFD¶V SRHP LQGLFDWHV WKH QHJDWLYH
outcome of marriage: 
Green leaf of the willow tree! 
Life is dark and drear to me! 
(UH,OHIWP\PRWKHU¶VVLGH± 
6HWWLQJIRUWKWKHVWUDQJHU¶VEULGH± 
Careless was I, blithe and gay, 
Laughed and sang the livelong day! 
Worn and weary, racked with fears, 
Smiles have now given place to tears! 
Sad and lonely here I pine; 
Hear me, help me, Mother mine! 
  :RXOG,QH¶HUKDGJRQHIURPWKHH 
What may life still bring for me? 
Green leaf of the willow tree!218 
 
Her emotions have changed from youthful happiness to lonely tears, reminiscent 
RI)HOLFLD+HPDQV¶Vµ7KH%ULGHRIWKH*UHHN,VOH¶ (1828), who weeps to leave her 
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µVXQQ\ FKLOGKRRG¶ DQG WKH µKRO\ SODFH RI UHVW¶ DW KHU PRWKHU¶V VLGH219 $QFD¶V
DGPLVVLRQ WKDW VKH ZDV µFDUHOHVV¶ VXJJHVWV that marriage should not be entered 
into hastily, without due care and attention. She bitterly regrets this foolishness 
and wishes she had stayed in the family home.  
Premature death, regret and a longing to be free of marital constraints are 
also a part RI<XWWD¶VVRQJZKLFKZDVQRWWUDQVODWHGXSRQLWVLQLWLDOSXEOLFDWLRQ 
Ich war so stark und frei,              I was so strong and free, 
So wild wie Hirsch und Rehe,      Wild as the stag and the doe, 
Nun wo ich bin und stehe   But now where I am and where I stand, 
Ist alle Lust vorbei.    All pleasure is gone. 
 
[...]      [...] 
 
O schone Yugendzeit! [sic]           O wondrous youth! 
Wie bist du so vergangen!             How you have passed!  
Ich denke voll verlangen!              I long for it! 
Noch gestern war ich Maid!          I was a maiden only yesterday! 
 
Ich war so stolz so frei                   I was so proud, so free 
Nun muss ich dienen, dienen!       Now I must serve, serve! 
Die Sonne hat geschienen,            The sun has stopped shining, 
Die Frühling ging vorbei.220         Spring is over. 
             
(My translation) 
 
Marriage is a trial and the poem Yutta produces is evidence to this effect. By 
comparing herself to wild animals, she highlights the freedom that has now been 
taken away from her. The sun has set on her liberty and she exists only to serve. 
Any love she might have had for her husband also disappears as a result. 
Although Helen Wolff did not translate this poem, the parallels between Yutta and 
Anca¶V VRQJV are significant. Both women realise that they have been stifled by 
marriage and that their unions have only resulted LQXQKDSSLQHVV$JDLQ6\OYD¶V
DSKRULVPVVXFFLQFWO\GHVFULEHWKHIDWDORXWFRPHµDQXQKDSS\ZRPDQLVDIORZHU
                                                 
219Felicia +HPDQVµ7KH%ULGHRIWKH*UHHN,VOH¶LQRecords of Women (1828), p. 24; p. 25.  
220µ5HGOHDYHV¶SS-5. 
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exposed to the north wind: she remains long in the bud, and when she should be 
EORVVRPLQJIDGHV¶221 Both Anca and Yutta remain faithful to their husbands, but 
deprive themselves of life.  
:LWKWKLVLQPLQG,VDLQµ$6WUD\/HDI¶KROGVDXQLTXHSRVLWLRQDFURVVDOO
RI 6\OYD¶V VWRULHVPDQDJLQJ WR ZDON WKH OLQH Eetween angel and demon. Upon 
GLVFRYHULQJ KHUPRWKHU¶V VKDPHIXO SDVW VKH DYRLGV FRPSDULVRQVZLWK KHU DW DOO
costs, turning away from Herr von Rense and the chance to become his mistress. 
Although she is not entirely successful in this respect ± society continues to 
denounce her as a wily seductress ± the dramatic irony employed by Sylva reveals 
the honourable motives that undercut ,VD¶V DFWLRQV +HU PDUULDJH WR +HUU YRQ
Rune, for example, is not, as society sees it, the act of a desperate woman, but of 
one who is trying to help her brother financially. In leaving that same man at the 
HQGRI WKH VWRU\ VKHDGKHUHV WR VRFLHW\¶V H[SHFWDWLRQVRIKHUZU\O\ QRWLQJ WKDW
they will gossip about her departure, but again, she does so to benefit others. She 
has discovered that her husband is a bigamist, with a wife and children living 
elsewhere and so to protect them from the suffering that she and Wolfgang 
experienced, Isa relinquishes her ties and leaves her home to join her brother. She 
realises that she will sacrifice her reputation, but refuses to behave in a manner 
which could equate her with her mother. As a result, Isa determines her own fate 
and moral wellbeing ± LQKHURZQH\HVLIQRRQHHOVH¶V 
,I,VD¶VEHKDYLRXULVYLHZHGLQWHUPVRIself-sacrifice, she becomes one of 
the µLQFDUQDWLRQVRIYLFWLPL]HG [sic] SXULW\¶ that Sally Mitchell has described.222 
Yet Isa is also protecting her own interests. She will not sacrifice her own soul to 
                                                 
221Thoughts of a Queen, p. 31. 
222Sally Mitchell, The Fallen Angel. Chastity, ClDVVDQG:RPHQ¶V5HDGLQJ-1880 (Ohio: 
Bowling Green University Popular Press, 1981), p. 124. 
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EHFRPHDµUXLQHG¶ZRPDQRURQHZKRUXLQV WKH OLYHVRIRWKHUV8QOLNH/LDDQd 
Edith, the quintessential sacrificial lambs, Isa leaves on her own terms. She is one 
RI6\OYD¶VRQO\IHPDOHSURWDJRQLVWV WRDFWLYHO\SXUVXHKHU IXWXUHDQG her further 
experiences, developing an awareness of herself and the world as a result of 
abandoning her marriage. The nature of this marriage, however, may explain why 
Isa is permitted to break boundaries: it is not only degrading to her, but it is a 
VKDP VLQFH KHU µKXVEDQG¶ LV DOUHDG\ PDUULHG 7KH RWKHU IHPDOH SURWDJRQLVWV
caught up in lawful and legitimate marriages, must either resign themselves to 
WKHLU IDWH DQG KRSH IRU LPSURYHPHQWV RU VHHN WKHLU RZQ GHVWUXFWLRQ ,VD¶V
ambiguous status and the grey areas in her narrative allow her to transgress 
traditional boundaries to become the New Angel ± a woman who helps herself, as 
well as others.  
 
This chapter has shown that Carmen Sylva was preoccupied with the 
rights and wrongs of women throughout her literary career. She portrayed the 
dangers surrounding the so-called demonic woman, whose manipulation and 
unnatural strength lead her to be forcibly ejected from a narrative in order to 
achieve a positive resolution. She also depicted success for women as stemming 
from adherence to patriarchal norms, be that in terms of remaining with their 
husbands, focusing their energy on their role as carer, or even dying in socially 
appropriate ways ± that is, sacrificing themselves rather than inconveniencing 
others. However, she also engaged with the inequality at the heart of nineteenth-
century society, depicting thHWKUHDWVSRVHGE\PHQWRZRPHQ¶VVDIHW\DVZHOODV
their intellectual development. In her depictions of violence, as well as with 
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female mental illness, she indicated that madness and nervous breakdowns were 
not necessarily an innate part of women, but something that stemmed from ill-
treatment by men who did not understand them and, more importantly, did not try 
to.   
These apparently contrasting ideas seem initially difficult to reconcile, but 
when the various strands are drawn together, they present marriage as a flawed 
DQG SRWHQWLDOO\ GDQJHURXV LQVWLWXWLRQ 6\OYD¶V most common character is the 
multi-faceted female, who, in the simplest of terms, is both victim and victimiser. 
$VVKHKHUVHOIVXFFLQFWO\GHVFULEHGLWµZRPHQDUHEDGWKURXJKWKHIDXOWRIPHQ; 
PHQWKURXJKWKHIDXOWRIZRPHQ¶223 Sylva adheres to the social stereotypes of the 
angel and the female demon, yet both sets of clichéd characters usually meet 
unsatisfying ends. She recognised both male and female vices and indicated that 
relationships can be saved when there is mutual recognition and change. There is, 
then, a desire for a middle ground and what I call the New Angel. This woman 
can expand her intellectual and emotional horizons, yet is also dedicated to 
preserving family life. This idea is in keeping with polemical work produced 
contemporaneously, such as that by Sarah Grand, who advocated female 
emancipation and equality but simultaneously stressed female purity, compared to 
their PDOHFRXQWHUSDUWVµWUXHZRPDQOLQHVVLVQRWLQGDQJHUDQG the sacred duties 
of wife and mother will be all the more honourably performed when women have 
a reasonable hope of becoming wives and mothers of men.¶224 
6\OYDVHHPHGXQDEOHWRUHFRQFLOHUHDOLW\ZLWKWKHµLGHDO¶YLHZRIZRPHQ
but this should not be taken as a sign of her ambivalence. Instead, ambiguities are 
                                                 
223Thoughts of a Queen, p. 19. 
224Grand, pp. 274-5. 
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HYLGHQFHRIWKHGLYHUVHUHVSRQVHVWRWKHGHEDWHDERXWZRPHQ¶VUROHVDFURVV%ULWLVK
literary culture as a whole, as well as within the work of individual authors. This 
is supported by the diverse range oIOLQNVWKDWFDQEHHVWDEOLVKHGEHWZHHQ6\OYD¶V
work and contemporary British writers. Brontë, Braddon and Nesbit, to name a 
few, highlight social contradictions without entirely capitulating to gender norms. 
Sylva is part of what Carol Dyhouse describes aVDµFRPSOH[DQGRIWHQFRQIXVHG
picture of women who were struggling towards self-FRQVFLRXVQHVV¶DOWKRXJKKHU
work has not stood the test of time in the same way as other writers of the 
period.225  
Many New Women writers produced ideological contradictions that 
resulted in their work being perceived as confused. This included 6DUDK*UDQG¶V
exaltation of superior female purity and virtue alongside the argument that they 
should receive equal treatment. Ardis argues that when these works are seen to be 
contradictory, the messages they contain can miss the mark.226 This argument is 
UHOHYDQW WR 6\OYD WKH JHQGHU EOXUULQJ SUHVHQW LQ KHU VWRULHV WKH µERRPHUDQJ
plots,¶ZKLFKRVFLOODWHEHWZHHQWUDGLWLRQDODQGSURJUHVVLYHZHUHDVHYLGHQFHGLQ
her contemporary reviews, often seen as confused or contradictory as well as 
inappropriate. She did not choose a side and her work became difficult to 
categorise. Ultimately, it became too problematic to try, resulting in her 
marginalisation. As I noted in the introduction to this thesis, the desire to 
categorise a writer ± something that might be applicable to much of our modern 
canon formation ± KDV KLQGHUHG 6\OYD¶V OLWHUDU\ UHSXWDWLRQ E\ RYHUORRNLQJ WKH
complexities within her work. 
                                                 
225Dyhouse, p. 192. 
226Ardis, p. 198.  
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With that in mind, the recuperation of Sylva as a popular, prolific writer 
will create a broader understanding of the literary landscape in fin-de-siècle 
Britain. Her recuperation will act as an extension of our understanding of 
nineteenth-century debates, highlighting how certain women writers sought to 
DFKLHYH D GHJUHH RI EDODQFH EHWZHHQ WUDGLWLRQ DQG UHIRUP5HDVVHVVLQJ 6\OYD¶V
place in literary history also has ramifications in an international context: the 
µ:RPDQ4XHVWLRQ¶ZDV not an issue specific to nineteenth-century Britain, but a 
divisive topic that spread to countries that were largely outside of the British 
sphere of influence. The British public sought these international opinions, 
viewing and reviewing them in conjunction with their own writers.  
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Chapter Five. Recuperation leads to reassessment: three 
case studies. 
 
7KLV FKDSWHU FRQVLVWVRI WKUHHFDVH VWXGLHV FRPSDULQJ6\OYD¶V OLIHZRUN
and critical reception with three contemporary authors. Felicia Hemans, Bram 
Stoker and Edith Nesbit have been linked to Sylva at various points in this thesis, 
for reasons ranging from their representation of a specific country to their 
engagement with cultural debates. This chapter will explore these connections in 
more detail. In doing so, I argue that reassessing a marginalised writer can expand 
our understanding of better known authors, providing insight into aspects of their 
work that has hitherto remained unrecognised.  
 
5.1. µ9LVLRQV RI DVSHFWV QRZ ORYHG QRZ VWUDQJH¶ )HOLFLD +HPDQV DQG WKH
image of Wales. 
In terms of commercial and reputational success, Carmen Sylva was not as 
SURILWDEOH DV WKH 5RPDQWLF SRHW )HOLFLD+HPDQV ZKR ZDV KDLOHG DV (QJODQG¶V
µSUHPLHU ³SRHWHVV´¶ GXULQJ KHU OLIHWLPH.227 Yet there are a number of parallels 
between them. Both women were criticised for being too prolific. Both produced a 
large body of work across a range of genres and had a regular presence in British 
magazines and journals. Their work emphasised the beauty of nature as well as 
the hardships, suffering and roles of women. Similarly, the reputations of both 
women suffered from their celebrity status, with critics such as Susan Wolfson 
                                                 
2276XVDQ-:ROIVRQµ,QWURGXFWLRQ¶LQFelicia Hemans. Selected Poems, Letters, Reception 
Materials, ed. by Susan J. Wolfson (Princeton: Princeton University Press, 2000), xiii. 
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FRPPHQWLQJWKDW+HPDQV¶VµFHOHEULW\LQKHURZQGD\EHFDPHKHUFXUVHLQOLWHUDU\
KLVWRU\¶228  
7KLVLGHDRI+HPDQV¶VSHUVRQDOSRSXODULW\KDYLQJDGHWULPHQWDOHIIHFWRQ
critical appreciation of her work can also be applied to Carmen Sylva, given the 
undeniable focus on her royal background by advertisers, publishers and critics. 
Background knowledge of both writers reveals an underlying reason for their 
prolific outputs: monetary gain. Whilst Hemans was working to support her 
family, Sylva published in order to donate whatever profits she made from her pen 
to numerous charitable projects. This may not have been their sole reason for 
writing, but it may explain their large literary outputs, as well as hinting at why 
they were disregarded by some critics, both in their lifetimes and afterwards: 
literature, especially when it was produced by women for money rather than for 
OLWHUDU\SUHVWLJHDORQHFRXOGQRWSURGXFHµKLJKDUW¶  
 It is in their connection to Wales, however, that Sylva and Hemans 
become more closely comparable. Neither writer was born in Wales, yet both 
were celebrated by the Welsh people. 6\OYD¶VPHPRLUVLQGLFDWHWKDWKHULQWHUHVWLQ
Welsh culture began from an early age, noting that her tutor, Herr Sauerwein, read 
Welsh ballads to her, little thinking µZKHQKHUHFLWHGWRPHVRPHRIWKHROG:HOVK
songs, that one day, in the assembly of the bards, I should be acclaimed by them 
DVRQHRIWKHLUQXPEHU¶229 Both women spent time in North Wales: as discussed 
LQ&KDSWHU7ZR6\OYD¶VYLVLWWR/ODQGXGQRDQGSDUWLFLSDWLRQLQWKH%DQJRU
Eisteddfod was reported nationally and commemorated by the local people.  
                                                 
228Ibid., xiv. 
229)URP0HPRU\¶V6KULQHp. 235. 
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Hemans, too, did not live permanently in Wales, moving with her family 
to the coastal town of Abergele in 1799. She lived there for nine years, until the 
family was evicted for not paying rent. They then travelled the short distance to 
St. Asaph. She lived in that town until her marriage, whereupon she relocated to 
Daventry.230 She moved back to Wales after her husband was discharged from the 
army. Later, after he left the family, Hemans lived in Rhyllon (near St. Asaph) 
with her mother, sister and three youngest sons. In 1828, in poor health, Hemans 
left Wales to spend her remaining years near Liverpool and also in Dublin. Her 
links to Wales have continued to be emphasised posthumously. Indeed, Peter 
7ULQGHU¶VWriters of Wales. Mrs Hemans provides her with a Welsh identity in the 
very title, even before noting that VKHµhas a just title to be numbered among the 
writers of Wales, for here she has spent all but the first and last few years of her 
life, and all her happy years.¶231 %RWK+HPDQVDQG6\OYD¶VLGHQWLWLHVDUHWherefore 
complicated, since they are, to some degree, outsiders looking in at Wales, but 
they have also been given some semblance of Welsh identity as a result of their 
work and the time they spent in the country. This identity has been conferred by 
the Welsh people themselves ± when, for example, Sylva was recognised as an 
honorary bard at the Eisteddfod ± as well as by critics. As will be discussed 
below, HemaQV DQG 6\OYD¶V ZRUNs also reveal a degree to which they identify 
themselves with Wales.  
 This complex engagement with Welsh culture filtered into their literary 
work. Hemans wrote a collection of poems, A Selection of Welsh Melodies (1822) 
which were set to music by the Welsh harpist and composer John Parry (1776-
                                                 
230Wolfson, xxxiv 
231Peter W. Trinder, Writers of Wales. Mrs Hemans (Cardiff: The University of Wales Press and 
the Welsh Arts Council, 1984), p. 3. 
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1851). Interestingly, these were largely excluded from late nineteenth-century 
volumes of her work as well as from modern anthologies. Susan Wolfson has 
GLVFXVVHG +HPDQV¶V FRQQHFWLRQV WR :DOHV DQG WKH µVLIWLQJ RI KHU ZRUNV¶ WKDW
occurred in the late nineteenth century.232 &KHDSHUHGLWLRQVRI+HPDQV¶V poems, 
such as W.T6WHDG¶VµSHQQ\SRHWV¶VHULHVDppeared in 1895, but contained only a 
selection of her work, published in the same volume as the patriotic poems of 
Eliza Cook. It largely excluded her WHOVKZRUNWKHH[FHSWLRQEHLQJµ7KH+DUSRI
:DOHV¶ 233  An earlier volume from 1880 remained selective, but included a 
number of her Welsh-based poems, including the piece she wrote for the 1822 
(LVWHGGIRG DQG µ7KH '\LQJ %DUG¶V 3URSKHF\¶ 234  This most likely marks the 
EHJLQQLQJ RI+HPDQV¶Vmarginalisation in contemporary British literary culture. 
In modern critLFLVP +HPDQV¶V :HOVK SRetry has also been downplayed. 
:ROIVRQ¶V DQWKRORJ\ IRU H[DPSOHGRHVQRW LQFOXGHDQ\SRHPV IURP WKH:HOVK
FROOHFWLRQ/LNHZLVH*DU\.HOO\¶VFelicia Hemans: Selected Poems, Prose, and 
Letters RQO\FRQWDLQVµ7KH5RFNRI&DGHU,GULV¶235 This is the poem that features 
most frequently in anthologies and is the subject of most modern criticism.236  
With regard to Carmen Sylva, her poetry and short stories, as discussed in 
Chapter Three, were largely focused on Romania, but her novel, Edleen Vaughan, 
is set in Wales. A further link between the women stems from their interest in the 
Eisteddfod, for which they both wrote poems. 6\OYD¶VSRHPZDVSXEOLVKHGIRUWKH
                                                 
232Wolfson, xiii. 
233Felicia Hemans and Eliza Cook, Selection from the Poems of Mrs. Hemans & the Patriotic 
Poems of Eliza Cook /RQGRQ7KH0DVWHUSLHFH/LEUDU\³5HYLHZRI5HYLHZV´2IILFH, 1895). 
234Felicia Hemans, Poems. By Mrs Hemans (London: George Rutledge and Sons, [1880?]). 
235Gary Kelly, Felicia Hemans: Selected Poems, Prose, and Letters (Ontario: Broadview Press, 
2002). 
236For example, it is the only poem from A Selection of Welsh Melodies WRIHDWXUHLQ'XQFDQ:X¶V
Romanticism. An Anthology. 
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readers of 0XUUD\¶V 0DJD]LQH DW WKH HQG RI WKHLU µ1RWHV RI WKH0RQWK¶ DUWLFOH, 
only a few weeks after her visit to Llandudno:  
Long Live the Bards, and long live the song, 
   $QGWKHKDUSZLWKWKHVRXO¶VRZQVLQJLQJ 
May ever the thanksgiving Choirs throng 
   Where the echoes from old are ringing; 
Where the song has a throne, and the Bards a crown, 
   The sword of peace is uplifted, 
And sweet welcome sounds from the shore to the town 
   To the stranger with singing gifted. 
Long live the smile, and the song, and the tale, 
   That nought from the soul can sever; 
May sunshine brighten each Emerald Isle, 
   Hail, Cymru, old Cymru, for ever!237 
 
6\OYD¶VDSSDUHQWO\LPSURPSWXOLQHVUHZRUNDQLPDJHRI:DOHVWKDW+HPDQVKDG
HVWDEOLVKHG LQ KHUPXFK ORQJHU RIIHULQJ IURP µ7KH0HHWLQJ RI WKH%DUGV
Written for an Eisteddfod, or Meeting of Welsh BarGV¶7KDW\HDUWKe Eisteddfod 
was held in London DQG +HPDQV¶V SRHP KLJKOLJKWV WKLV FKDQJH IURP LWV
traditional, rural home, to a more metropolitan setting. She highlights a sense of 
loss, writing that for the ancient bards, meeting in the midst of nature, µVRDULQJ
WKRXJKW)URP1DWXUH¶VSUHVHQFHWHQIROGJUDQGHXUFDXJKW¶238 This power does not 
VHHPSRVVLEOHLQµWKHVHODWHGD\V,¶EXW+HPDQVGUDZVKHUSRHPWRDFORVHZLWKWKH
OLQHVµ/DQGRI WKHEDUG2XUVSLULW IOLHVWR WKHH2XUGUHDPVDUHKDXQWHGE\ WK\
voiFHRIVRQJ¶239 +HPDQV¶VFRQWHPSRUDU\EDUGVDUHQRORQJHUGLUHFWO\LQIOXHQFHG
by nature, but instead receive their inspiration passively, through dreams. Yet 
there remains a spiritual connection and sense of continuity between past and 
present. 
                                                 
237&DUPHQ6\OYD>XQWLWOHG@LQ$QRQ\PRXVµ1RWHVRIWKH0RQWK¶Murray's Magazine, October 
1890, p. 568. 
238)HOLFLD+HPDQVµ7KH0HHWLQJRIWKH%DUGV:ULWWHQIRUDQ(LVWHGGIRGRU0HHWLQJRI:HOVK
Bards,¶LQPoems. By Mrs Hemans, p. 155.    
239Ibid., p. 156. 
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 In this way, both women reaffirm the strong connection between Wales 
and its ancient heritage. Despite a contextual difference of sixty-eight years, both 
women use very similar language: both refer to bards, µROG¶:HOVKZD\VDQG LWV
musical traditions. Similarly, both elevate the status of Welsh poets: Hemans 
UHIHUULQJWRWKHLUµQREOHKHDG[s]¶DQG6\OYDKRQRXULQJWKHPRQWKHOHYHORIUR\DOW\
through reference to a crown and a throne. Hemans returns to this image of  the 
SRZHUIXOEDUGLQµ7KH5RFNRI&DGHU,GULV¶+HUVSHDNHULVYLVLWHGE\µWKHPLJKW\
RI DJHV GHSDUWHG¶ ZKR LPEXH KHU ZLWK µD IODPH DOO LPPRUWDO D YRLFH DQG D
SRZHU¶240 The ancient bards possess a degree of strength even after death. By 
implication, this is a desirable status ± worth spending the night on a mountain 
VXPPLWLQRUGHU WRSRVVHVV7KHSRHP¶VKHDG-note furthers this idea, as Hemans 
GHVFULEHVWKHQLJKWRQWKHPRXQWDLQDVµDQROGWUDGLWLRQRIWKH:HOVKEDUGV,¶WKDW
UHVXOWVLQGHDWKµIUHQ]\¶RUµWKHKLJKHVWSRHWLFDOLQVSLUDWLRQ¶241 The appeal of the 
bardic tradition coincided with a revival of interest in Welsh culture, accelerated 
by the fascination with the supposedly Irish bard, Ossian, and debates into 
whether the Scottish poet James Macpherson (1736-1796) had collected authentic 
material, or invHQWHG LW $V 0LFKDHO - )UDQNOLQ KDV QRWHG µQDWLYH DQWLTXLWLHV
textual history, the realignment of the canon, alternative classicisms, the vogue for 
primitivism, fascination with orality, creative genius, and the epic were all 
acquiring a new relevance and public interest as the multifaceted politics and 
                                                 
240)HOLFLD+HPDQVµ7KH5RFNRI&DGHU,GULV¶LQRomanticism. An Anthology, p. 1297. 
241Ibid., p. 1296. 
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poetics of Celtomania were re-examined,¶DQG+HPDQV¶VZRUNLVSDUWRIWKLV242 In 
form as well as content, she connects with the ancient Welsh world.   
:LOOLDP %UHZHU DUJXHV WKDW +HPDQV µIRUJHV D FRQQHFWLRQ to them [the 
Welsh bards] that is spiritual and aesthetic rather than ethnic. Her kinship with the 
bards is embodied by a natural site associated with their magic and genius rather 
WKDQ:HOVKSDUHQWV¶DQGLWVHHPV6\OYD¶V:HOVKLGHQWLW\KDVDVLPLODURULgin.243 
Aligning the bard with royalty gives the poem a self-conscious tone: she wrote a 
poem that she then recited out loud at the Eisteddfod, a festival for Welsh poets. 
She describes the bards as royalty and she herself is a royal writer. She thus draws 
attention to her status as a queen, but more importantly, to the act of having 
composed and recited a poem. As a result, she draws a parallel between the bards 
and herself ± VKHWRRLVµJLIWHG¶ZLWKµWKHVPLOHDQGWKHVRQJDQGWKHWDOH7KDW
nought from tKHVRXOFDQVHYHU¶244  
 Both Sylva and Hemans also incorporated Welsh language into their 
ZRUNVZLWK6\OYD¶VILQDOOLQHFU\LQJRXWLQfavour RIµROG&\PUX,¶DQG+HPDQV¶V
SRHPPDNLQJUHIHUHQFHWR'UXLGLFDODOWDUVµ&URPOHFK¶DQGPRXQWDLQVµ(U\UL¶LV
the Welsh word for Mount Snowdon). Gerard Carruthers and Alan Rawes have 
GLVFXVVHGZKDW WKH\ WHUP WKH µLPDJLQDWLYH UHFRQVWUXFWLRQV RI:DOHV¶ GXULQJ WKH
Romantic period, both by England, which constructs Wales as a colony, and 
Wales itself, which defines itself against England and English definition. 245 
                                                 
2420LFKDHO-)UDQNOLQµ7KH&RORQ\:ULWHV%DFN%UXWXV%ULWDQXVDQGWKH$GYDQWDJHVRIDQ 
2ULHQWDO$QFHVWU\¶LQWales and the Romantic Imagination, ed. by Damien Walford Davies and 
Lynda Pratt (Cardiff: University of Wales Press, 2007), p. 25. 
243:LOOLDP'%UHZHUµ)HOLFLD+HPDQV%\URQLFFRVPRSROLWDQLVPDQGWKHDQFLHQW:HOVKEDUGV¶
in English Romanticism and the Celtic World, ed. by Gerard Carruthers and Alan Rawes 
(Cambridge: Cambridge University Press, 2003), p. 176.  
244Carmen Sylva, [untitled] Murray's Magazine, p. 568.  
245*HUDUG&DUUXWKHUVDQG$ODQ5DZHVµ,QWURGXFWLRQURPDQFLQJWKH&HOW¶ in English Romanticism 
and the Celtic World, pp. 17-18. 
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+RZHYHUWKH\DOVRQRWHWKDWµZHKHDUWKHYRLFHRI(QJOLVKFXOWXUHLQLWV>:DOHV¶V@
own self-LQYHQWLRQV¶VLQFH(QJOLVKDXGLHQFHVDQGUHDGHUVDUHWKHSULPDU\WDUJHWV
of work written about Wales.246 This is supported by the fact that both Sylva and 
Hemans published in English: they were not targeting a Welsh-speaking 
readership, but were shaping their representation of Wales for an English 
audience. By utilizing the Welsh language on a small level, however, both writers 
show their awareness of Welsh heritage DQG WKH µROG¶ :DOHV WKDW LV EHLQJ
celebrated through the Eisteddfod. The linguistic distinctiveness of the Welsh is 
emphasised, which creates a degree of distance from English culture and identity.  
 The individuality of Wales is furthered by Hemans through her use of 
natural imagery, an element that Sylva does not emphasise as strongly in her 
poem, but one that she draws on heavily in Edleen Vaughan, which will be 
GLVFXVVHG ODWHU7ULQGHU QRWHV WKDW+HPDQV µORYHG WKH VFHQHU\ >«@ WKHVH VFHQHV
PDGHKHUDSRHW¶DQGWKHSRZHURIQDWXUHLVWKHIRFDOSRLQWRIERWKµ7KH0HHWLQJ
RI WKH%DUGV¶DQGµ7KH5RFNRI&DGHU ,GULV¶ where power and knowledge stem 
from total immersion in the sublime landscape.247 The ancient Eisteddfod bards 
PHW µZKHUHZLOG1DWXUH JLUW KHUVHOIZLWK SRZHr,¶ DQG WKH XQWDPHG ODQGVFDSH LV
connected both to the freedom experienced by the bards as well as the power of 
their abilities.248  
(PSRZHUHG E\ WKH µWRUUHQW¶V UDLQERZ VSUD\¶ WKH µGDUN ODNHV¶ DQG µWK¶
eternDO FOLIIV ZKRVH VWUHQJWK GHILHG 7KH FUHVWHG 5RPDQ LQ KLV KRXU RI SULGH¶
Hemans¶V EDUGV DUH SDUW RI D cycle of influence. 249  They achieve their full 
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potential through nature, but in death, they preserve and renew that power for 
IXWXUHJHQHUDWLRQV7KHµJUHen land, whose every vale and glen/ Doth shrine the 
PHPRU\RIKHURLFPHQ¶± the men who fought for Welsh freedom as well as the 
ancient bards ± SURYLGHVD µJUHHQPHPRU\¶IRU IXWXUHPLQVWUHOV250 Similarly, the 
VSHDNHULQµ7KH5RFNRI&DGHU,GULV¶FDQRQO\Iind inspiration on the rock, where 
µIRUHYHU [sic] deep music is swelling,/ The voice of the mountain wind, solemn 
DQGORXG¶251 The wild and stormy surroundings may be fatal to some, but not to 
WKHVSHDNHUZKRVHµVSLULW:DVVWURQJDQGWULXPSKDQWO\OLYHGthrough that hour,¶
WR µLQKHULW¶ KLVKHU SRHWLF DELOLWLHV252 Their ability to withstand the hardships of 
nature allows thHP WR DSSUHFLDWH LWV µJUDQGHXU¶ and ultimately to receive poetic 
inspiration. The speaker has become the connection between past and present 
Wales.  
Edleen Vaughan, although derided on publication for its apparent 
inaccuracies (see Chapter Three), also paints a picture of Wales that is connected 
to its heritage DQG WKH VWHUHRW\SH RI WKH µODQG RI VRQJ¶ 6\OYD XVHV WKH:HOVK
setting to explore the life of a spoiled young man, Tom, whose steadily increasing 
vices ruin the lives of all around him, combining sensational storylines with the 
Gothic as well as elements of the social-SUREOHP QRYHO 7KH QRYHO¶V VHWWLQJ
however, is initially unclear. Readers must infer a Welsh location through the 
names of certain characters, such as Gwynne, Morgan, Martyn, Una and 
/OHZHOO\Q ,Q VRPH FDVHV D FKDUDFWHU¶V QDPH PD\ EH PLVOHDGLQJ (GOHHQ DQG
Tom, it is revealed, have an Irish background, and the name of +DUU\9DXJKDQ¶V
trusted steward, Owen, is in fact an anglicised version of thH:HOVKµ2ZDLQ¶This 
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IXUWKHUV &DUUXWKHUV DQG 5DZHV¶V DUJXPHQW WKDW UHSUHVHQWDWLRQV RI :DOHV DUH
adapted to suit English tastes, and, in the case of Owen, it occurs on a semantic 
level. Topographical references, anchoring the novel to a specific location, only 
begin in Chapter Six, when Kathleen, somewhat melodramatically, states that 
µ³VRRQHU WKDQ \RX >7RP@ WRXFK PH WKH ,VWZLWK VKDOO VZDOORZ XV 6QRZGRQ¶V
eternal snow shall melt.´¶ 253  Other references are to towns and villages ± 
specifically Carnarvon and Llanelly ± rather than natural geographical markers 
like a river or a mountain. The novel thus stands in contrast WR6\OYD¶V5RPDQLDQ
short stories and folktales, which are peppered with references to valleys, rivers, 
cities and streets. Whilst this lack of geographical detail may have prompted her 
reviewers to criticisHKHUDWWHPSWVWRGHSLFW:HOVKOLIH6\OYD¶VQRYHOQHYHUWKHOHVV
recreates prevalent stereotypes of Wales ± elements that were found LQ+HPDQV¶V
work over sixty years earlier.  
The bard Llewellyn becomes, in this respect, the HSLWRPHRIµ:HOVKQHVV¶ 
both in name and profession. He is also the character to explicitly reveal the 
QRYHO¶VVHWWLQJ± and introduce the theme of Wales and music ± as he encounters 
some villagers, who want to hear him play: 
µ7KRX ODQG RI PLQVWUHOV¶ he e[FODLPHG MR\IXOO\ µMy 
beautiful, song-loving Wales, where fair girls bloom in 
every homestead, and melody dwells in every ruddy lip, 
how I love thee!¶254  
 
Here, Wales begins to be explicitly associated with music: the Welsh not only 
ORYHPXVLFEXW LW LVSDUWRI WKHLUSK\VLFDOERGLHV UHVXOWLQJ LQ WKHµEORRPLQJ¶RI
beauty in every village. Physical beauty and happiness are tied to their 
relationship ZLWKPXVLFDV+HPDQV¶VZRUNDOVRVXJJHVWHG 
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The image of the bard, which Sylva and Hemans elevated in their poetry, 
LVGHYHORSHGWRDIDUJUHDWHUH[WHQWLQ6\OYD¶VQRYHO/OHZHOO\QLQWHUDFWVwith all 
of the main characters and his songs are threaded throughout the narrative. There 
are planned performances and songs played to soothe those who are unhappy. 
Sylva also includes songs that Llewellyn composes and recites alone. The 
different settings for the songs thus take on slightly different purposes. For 
example, when he visits Gwynne (the ORFDOYLFDUDQGKLVIDPLO\/OHZHOO\Q¶V lay 
recounts the story of a knight, who rescues his lover from a burning castle. After 
his recitation, he instantly turns to Una and comments on her sickness, thinking it 
strange tKDWµQRRQHVHHVLW¶255 This is a prophetic moment as well as a narrative 
hook for the reader: in a matter of pages, Una LVGLDJQRVHGZLWKµLQIODPPDWLRQRI
the lungs and pleurisy,¶WKHODWWHUEHLQJDQLQIODPPDWLRQRIWKHOXQJPHPEUDQH
and dies.256  
Similarly, the song Llewellyn composes by himself, in the midst of the 
forest and during a storm, provides him with supernatural powers ± in this 
instance, to reveal the truth about his own past. The song develops over a series of 
pages. Short stanzas are interspersed with prose as Llewellyn reflects on his 
memories of Ulla when she was not a terrifying witch, but a golden-haired 
maiden. The storm swells and he remembers their last meeting, when he fainted at 
the sight of her µSRFN-pitted, disfigured, noseless,¶ DSpearance.257 In questioning 
himself ± µZKDWKDG,GRQH"$QGVKHZKDWKDGVKHdone to deserve WKDW"¶± he 
realisHG WKDW LWZDVEHFDXVH µZHKDG ORYHG ± ah me! ± what a sin! A sin before 
men, a great wrong; but a sacred law of nature, my sacred right! She was mine. 
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6KHZRXOGEHPLQH¶258 Llewellyn attempts to justify their actions as natural and in 
GRLQJVRKLQWVWKDWWKHLUµVLQ¶ZDVVH[XDOLQQDWXUH± a biological urge. Given the 
emphasis he places on his rights, the connotations of taking possession of Ulla 
become a veiled reference to intercourse. Llewellyn comes to a horrific realization 
when he finally sings a longer version of the lay:  
 She is so pale as through the night 
 She swiftly hurries on. 
 :KDWGUDZVVKHIURPKHUPDQWOH¶VIROGV" 
 Is it some magic web she holds 
 For the moon to shine upon? 
 
 >«@ 
 
 +HUPDQWOH¶VIROGVDUHHPSW\QRZ 
 She turns in pain and dread. 
 7KHULYHUDVNVµWhat gleams so white? 
 What bear I through the silent night? 
 $WKLQJDOLYHRUGHDG"¶ 
 
>«@ 
  
µFull many dames with faces pale, 
  $QGPDQ\NQLJKWV,WURZ¶ 
  5HSOLHVWKHVHDµI bury deep 
  Within my caves, and do not weep 
  To see thHPODLGVRORZ¶ 
  
µAlas! it is a sadder sight 
 Than dame or knight can be ±  
 ,WLVDQLQIDQW¶ moans the stream ± 
 The moon looks down with trembling beam 
 Upon the weeping sea«259  
 
7KHGHWDLOVRI8OOD¶VVLWXDWLRQ and her descent into evil are presented to the 
readers at the same time as they are to Llewellyn: as a result of their illicit 
encounter ± DIWHUZKLFK/OHZHOO\Q OHIW WRSXUVXHKLVEDUG¶V lifestyle ± Ulla gave 
ELUWKWRDEDE\ZKLFKVKHWKHQFDVWRXWWRVHD,QKHUµSDLQDQGGUHDG¶KHUORYH
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became hate and she turned to sorcery. Now, secretly watching his turmoil, Ulla 
QRWHVWKDWKHZDVµIDLQWRWHOOWKHWUXWKEHFDXVHLWZDVGLVFORVHGWRhim. He often 
WROG LW HYHQ EHIRUH KH KLPVHOI NQHZZKDW LWZDV WKDW KH EHWUD\HG¶260 This, and 
/OHZHOO\Q¶V REYLRXV GLVWUHVV adds a magical element to the bard and the song. 
The song encourages readers to draw parallels between the characters: two 
generationVRIPHQDQGZRPHQZKRKDYHEURNHQVRFLHW\¶VUXOHVZLWKGHYDVWDWLQJ
consequences. Tom and Temorah, like Llewellyn and Ulla, also have sex outside 
of marriage, which results in an illegitimate child. There are some differences 
between the couples ± Llewellyn and Ulla were in love, whereas Tom has 
PDQLSXODWHGWKHLQIDWXDWHG7HPRUDKWRVDWLVI\KLVQHHGV7HPRUDK¶VEDE\LVODWHU
killed in an arson attack ± WKHKRXVHLVVHWDOLJKWE\.DWKOHHQ7RP¶VRWKHUORYHU
± whereas Ulla drowns her baby. Llewellyn was unaware of the baby, regrets his 
actions and tries to help others, but Tom¶V EHKDYLRU ZRUVHQV DQG KH KDV little 
remorse for the pain he inflicts on others. Despite these differences between the 
characters, the song is a narrative tool, intertwining various strands of the plot and 
indicating that the problems that occur are not limited to a particular generation. 
The harp thus has the ability to bring the truth to light. Llewellyn, as 
possessor of the harp, becomes the wizard, wielding a musical magic wand, 
although he does not control all of its power. &ROHULGJH¶V µ7KH (ROLDQ +DUS¶
(1834) also engages with the magical properties of the instrument, noting that the 
µVLPSOHVWOXWH¶FDQSURGXFHµVXFKDVRIWIORDWLQJZLWFKHU\RIVRXQG¶261 Coleridge 
uses music as a meWDSKRU IRU FUHDWLYLW\ WKHUH LV µUK\WKP LQ DOO WKRXJKW,¶ZKLFK
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EULQJVµMR\DQFH¶ WR WKHZRUOG262 The instrument creates spellbinding sounds and 
to align the magical properties and rhythm of music with human thought elevates 
the power of creative thinking. By extension, poetic genius is brought to the same 
level as that of the bards and their music. 6\OYD¶Vcharacterisation of Llewellyn 
draws on this idea, allowing him to calm and support other characters through 
song, but also uncover their secrets. The harp is the source of his abilities. 
0RUHRYHU WKH µJHQLXV¶ GHSLFWHG E\ 6\OYD RQO\ WRXFKHV D IHZ LQGLYLGXDOV Ln 
keeping with :LOOLDP:RUGVZRUWK¶V LGHDVRIWKHSRHWDVµEHLQJSRVVHVVHGRIPRUH
than usual organic sensibility¶263 (GOHHQ¶VGDXJKWHU:LQQLHIRUH[DPple, shows a 
QDWXUDO WDOHQW IRU PXVLF UHFLWLQJ /OHZHOO\Q¶V VRQJV ZKLFK µZRXOG QRW OHW KHU
UHVW¶264  
:LWK:LQQLHDVZLWK/OHZHOO\QWKHKDUS¶Vsong takes on a life of its own, 
drawing in the child almost against her will, but there is a break with tradition 
here: Sylva has clearly imbued a female character with poetic genius. She is more 
explicit than Hemans in this respect, ZKRVH µ,¶ QDUUDWRU LQ µ7KH5RFN RI&DGHU
,GULV¶ is demonstrably neither male nor female, although it could be argued that 
the lines µI saw what man looks on, and dies ± but my spirit/ Was stroQJ¶LVDQ
LQGLFDWRU RI D ZRPDQ¶V strength surpassing that of her male counterparts. 265 
:LQQLH¶VFUHDWLYLWy, however, is that of a child and her power is not revealed to 
readers in as much detail as WKDWRI/OHZHOO\Q+HUµJHQLXV¶FDQthus be interpreted 
in a number of ways, the first being that it is limited to the power of the child ± 
Winnie does not grow up and end the novel as a travelling minstrel, but as a 
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woman engaged to be married. In keeping with the issues discussed in Chapter 
Four, it could also be a reflection on the limitations of the creative woman, whose 
powers are inevitably turned inwards to the domestic sphere. Alternatively, it 
FRXOGRIIHUDQRWKHU µJUH\DUHD¶ that hints at the future of the bard: not only can 
µJHQLXV¶ DIIHFW SHRSOH RI DOO JHQGHUV EXW WKH SRZHU RI VRQJPXVW QRW SHUKDSV
remain in a transient, intangible state ± the bard can, in effect, settle down.  
The power of the harp is made further apparent to readers through 
LOHZHOO\Q¶V GLVFXVVLRQV RI PXVLF DQG VRQJ 7KH:RUGVZRUWKLDQ LGHD RI SRHWLF
genius ± wandering lonely as a cloud in order to take inspiration from the natural 
world ± is developed further by Sylva: Llewellyn is not only connected to nature, 
but he is nature. As Wordsworth wrote in the revised preface to Lyrical Ballads in 
µSRHWU\LVWKHLPDJHRIPDQDQGQDWXUH¶DQG the descriptions of Llewellyn 
adhere to this argument.266 His IDFH ZDV µUHQGHUHG GUHDP\ E\ WKH JUHDW PLVW\
beard that enveloped him like a snow-cloud,¶ and readers are confronted with the 
combined image of someone who looks like one type of weather, because he is 
another.267 This adds to the notion of the fleeting, intangible bard, since mist 
creates an indistinct and obscure landscape. Llewellyn, too, describes himself and 
WKH SURFHVV RI FUHDWLQJ VRQJV DV ERXQG XS LQ QDWXUH µRQFH WKH VWUXJJOH DQG WKH
WUDQVSRUWRYHUWKHVRQJLVQRORQJHUWKHSRHW¶VSURSHUW\LWGURSVIURPWKHSDUHQW
stem like ripe fruit, and people may pick it up or let it lie, DV WKH\ SOHDVH¶268 
Poetry comes naturally to him. Again, this detail may have a broader, more self-
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conscious meaning that extends outside of the novel ± a reflection on the role of 
the author and the reception of their writing, once put into the public sphere.  
7KH EDUG¶V FUHDWLYH GHSHQGHQF\ RQ the Welsh environment is further 
emphasised by a long list of oxymoronic comparisons, presented by the narrator 
VRRQDIWHU/OHZHOO\Q¶VSUHPRQLWLRQDERXW8QD¶VKHDOWK 
The poet is like nature ± creative and lavish, good and 
cruel, warm-hearted and chill, cold and stern, gold and 
adamant, and soft black soil, putrid and fruitful, a tranquil, 
limpid lake and a wild mountain stream, with turbulent 
falls and icy, passionate foam; volcano and lava, aged and 
youthful. Who but children, and such as have remained 
childlike, can understand a poet?269 
 
Poetic genius is shown here to be dynamic, but temperamental. Contrasting 
images show the changeability of the poet but also his adaptability ± he can be 
whatever is required of him. By including such a long list of connected 
FRPSDULVRQV6\OYD VXJJHVWV WKDW WKLV FKDQJHFRXOGRFFXUDW DPRPHQW¶VQRWLFH
Although the first few pairs are connected to human emotions, the majority are 
connected to the weather, the soil and natural occurrences. The suggestion that 
children are best equipped to understand the poet, however, serves to complicate 
the image, since there are certain emotions ± passion or lavishness, for example ± 
which children are most likely too young to have experienced. Instead, perhaps it 
is the malleability of the poet-bard that allows him to relate to the child-like state.  
Stereotypically, the child is an uncorrupted innocent, whose mind has not 
yet formed concrete opinions. This is generally taken as a sign that they can take 
pleasure in aspects of life that adults take for granted, such as the environment 
that they inhabit. This is an idea that preoccupied many Romantic writers, but 
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particularly Wordsworth. Although early nineteenth-century representations 
sought to view the child as a miniature adult, Wordsworth saw childhood as an 
ideal state. He argued that the poems in Lyrical Ballads, for example, had been 
ZULWWHQ LQ µORZ DQG UXVWLF ODQJXDJH¶ EHFDXVH µin that condition the essential 
passions of the heart find a better soil in which they can attain their maturity, are 
OHVV XQGHU UHVWUDLQW DQG VSHDN D SODLQHU DQG PRUH HPSKDWLF ODQJXDJH¶ 270 
Although Wordsworth is also talking about peasant life here, this is applicable to 
the representation of the child: simpler language, akin to the childlike state, will 
produce a better quality of poetry. As Galia Benziman has discussed with regard 
to Wordsworth and William Blake (1757-1827) µWKHLU SRHPV VXJJHVW WKDW WKH
FKLOG¶V VWDQFH LV ERWKPRUDOO\ VXSHULRU DQG DUWLVWLFDOO\ SURGXFWLYH¶271 Childlike 
wonder is a quality that adults should seek in order to truly understand the power 
of poetry.  
/OHZHOO\Q¶V WLPH VSHQW LQ WKH FRPSDQ\ RI ZLGHU VRFLHW\ KRZHYHU LV
IOHHWLQJDQGWKHµPLVW\¶QDWXUHRIKLVOLIHLVDFRQVHTXHQFHRISRVVHVVLQJWhe gift 
of song: 
I shall be thoroughly forgotten as the wave ± the wave is 
forgotten, though it had borne and shattered a leviathan; 
for it is not its own doing. It is not my own doing that I 
must bear those songs of mine; and yet I stand apart; I 
wander pDVW D FKHHUIXO KHDUWK , GR EXW DSSURDFK PHQ¶V
hearts like the rising wind ± when I have passed, I am 
IRUJRWWHQ >«@ DPLQVWUHO¶V ORYH LV OLNH D UD\ RI OLJKW ,W
wanders and cannot stay.272 
 
Llewellyn devalues his role as a bard, recognising he will benefit society ± 
VKDWWHULQJDµOHYLDWKDQ¶ can be viewed in conjunction with hLVVRRWKLQJRIµPHQ¶V
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KHDUWV¶± but this is not through his own volition. He sees himself as the puppet of 
a higher power, which, in this case, is the harp. He does, however, give himself a 
certain degree of unique strength: he possesses the KDUS¶V songs, but must 
VLPXOWDQHRXVO\ µEHDU¶ WKHP 7KLV KLQWV that the wandering lifestyle is a burden 
RQO\FHUWDLQLQGLYLGXDOVFDQPDQDJHPXFKOLNH+HPDQV¶VXQQamed speaker, who 
survives his/her initiation on Cader Idris, as well as the titular character in 
&ROHULGJH¶Vµ7KH5LPHRIWKH$QFLHQW0DULQHU¶ 
+HPDQV¶VSRHPVDOVRUHDIILUPWKLVQRWLRQRIWKHIRUJRWWHQEDUGVLQFHKHU
minstrels are unnamed and there is no detail of their lives ± other than their 
connection with nature ± to be found in the poems. The human lives are subsumed 
E\WKHPXVLFWKH\FUHDWH,QGHHGµ7KH+DUSRI:DOHV¶LPSORUHVWKHµKDUS
RIWKHDQFLHQWKLOOV¶WRµEHKHDUGRQFHPRUH¶± giving the instrument agency, rather 
than looking for human intervention.273 Similarly, when Llewellyn looks for his 
harp in the forest, speaking aloud and wondering where it is, the instrument 
UHVSRQGVµDWWKDWPRPHQWDIDLQWVRXQGRIYLEUDWLQJFKRUGVIORDWHGWKURXJKWKHDLU
>«@+HVWDUWHGDs if a tree had fallen near him, and then smiled to himself when 
he laid his trembling hand on his harp and saw that it was near and safe and had 
EXWDQVZHUHGKLVFDOO¶274 
+HPDQV FKURQLFOHV WKH KDUS¶V VWUHQJWK WKURXJKRXW WKH DJHV WKH 5RPDQ
LQYDVLRQµFRXOGQRWVLOHQFHWKHH¶DQGWKHKDUSµZHUWKHDUGDERYHWKHWUXPSHW¶RI
the Saxons. 275  7KH KDUS¶V PXVLF SHUVRQLILHG OLNH /OHZHOO\Q¶V LQVWUXPHQW WR
EHFRPH D µYRLFH¶ LPSURYHV WKH OLYHV RI WKH RSSUHVVHG RIIHULQJ µD JLIW LQ HYHU\
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FKRUG¶276 Although the overall tone oI WKHSRHPKLQWV WKDWWKHKDUS¶VVRQJ LVQR
longer as prevalent as it once was ± µFDOO EDFN WKDW VSLULW WR WKH GD\V RI SHDFH
7KRX QREOH KDUS WK\ WRQHV DUH QRW WR FHDVH¶ ± Hemans continues to link the 
instrument to the geography of Wales.277 In attributing a magical and spiritual 
SRZHU WRERWKKHUSRHWU\VXSSRUWV'LHJR6DJOLD¶VDUJXPHQW WKDW µWKH WUDGLWLRQDO
harp and its music are the signifiers of an identity that is then deployed through 
and across the evocation of ancient heroic celebrations, the various invasions and 
the heroic resistance of the Welsh, and the sublime national landscape.¶278 6\OYD¶V
UHSUHVHQWDWLRQRI WKHKDUSPD\QRWFRLQFLGHZLWKDOORI6DJOLD¶VVXJJHVWLRQVEXW
the idea of heroic celebration and the evocation of sublime nature draw parallels 
with her representations of Llewellyn¶VVRQJV. As previously mentioned, some of 
his songs feature the bravery or self-sacrifice of others ± usually out of love ± and, 
whilst something of an atypical hero himself, given his background with Ulla, he 
nevertheless possesses authority over other characters and gives charity to those in 
need, nursing Temorah when he finds her pregnant and starving.  
Through Llewellyn, Sylva emphasises the spiritual connections of the bard 
and uses him to propel the narrative forward. The songs reveal elements of 
/OHZHOO\Q¶VSDVWDQGH[SODLQZK\8OODXQGHUZHQWVXFKDKRUULILF transformation 
and as such, all of the magical elements in Edleen Vaughan are closely linked 
with the natural world. Ulla, too, is tied to the forest, only going to the fringes of 
society ± VXFKDV7HPRUDK¶VKRXVH± WRZRUNHYLO7KHQRYHO¶VJRWKLFHOHPHQWVDUH
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thus linked to the spiritual power of Wales and its connection to its ancient 
heritage, whether for good or evil.  
6\OYD¶V HQJDJHPHQW ZLWK WKHPDJical power of Wales is thus tempered 
with the social-SUREOHPDVSHFWVRIWKHQRYHOZKHUHDV+HPDQV¶VSRHPVIRFXVRQ
the spiritual connection between Wales, its music and its people. Saglia argues 
WKDW+HPDQV¶V UHSUHVHQWDWLRQV RI:DOHV µUHZRUN UHDO DQG OHJHQdary histories in 
order to produce a multi-layered geography where human and non-human 
FRPSRQHQWVDUHKDUPRQLRXVO\EOHQGHG¶279 +RZHYHUDV,KDYHDUJXHG+HPDQV¶V
poems often exclude the human element and emphasise Wales¶V PDJLFDO
uniqueness and the power of its national LQVWUXPHQW ,W LV LQ 6\OYD¶V ZRUk that 
6DJOLD¶VQRWLRQRIµEOHQGLQJ¶EHFRPHVPRVWHYLGHQWDV she combines the Gothic 
with sensation and Welsh myth-making, mixing the lives of her Welsh characters 
with the magic of the landscape that they inhabit. As was discussed in Chapter 
Four, this could connect to her current obscurity: like her short stories, the novel 
defies categorization as a result of 6\OYD¶V blurring, in this instance, of its genres. 
Published in the 1890s, when sensation fiction was no longer at its peak, the 
QRYHO¶V PHORGUDPDWLF SORW, which features illegitimate pregnancies, madness, 
violent sexual encounters and death, may also explain its somewhat negative 
reception.  
The effects of alcoholism and gambling are also presented to readers 
WKURXJK 7RP¶V GHPLVH DOEHLW LQ OLPLWHG GHWDLO +H VWHDOV IURP KLV PRWKHU DQG
VLVWHUVUXQQLQJXSGHEWVLQRUGHUWRIXQGWKHµVWURQJHUVWLPXODQWV¶KHLVGHSHQGHQW
upon.280 Much like Arthur Huntingdon in The Tenant of Wildfell Hall, 7RP¶V 
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vices soon manifest themselves SK\VLFDOO\ZLWKµGHHSOLQHVDERXWKLVPRXWKWKH
unsteady flickering of his eyes, his hollow cheeks, and sunken temples. There 
ZHUH VLJQV RI GHFD\ LQ 7RP¶V SUHWW\ IDFH¶281  Eventually, he joins a gang of 
thieves, but is soon caught and sentenced to penal solitude. Tom survives his 
ordeals, but does not escape punishment: KHµEHORQJHGWRWKHGHDGZLWKRXWSDVVing 
WKURXJKWKHKDQJPDQ¶VKDQGV¶282  
 In comparing Hemans and Sylva, it becomes apparent that certain 
perceptions of Wales remained largely unaltered over the course of the nineteenth 
century. Writing sixty years apart, both women created an image of Wales that 
was filled with sublime nature and individuals who take their inspiration directly 
from it in order to connect to their ancient heritage. Furthermore, Hemans and 
6\OYD¶V SHUVRQDO LGHQWLWLHV ZHUH VKDSHG DV D UHVXOW RI WKHLU HQJDJHPHQW ZLth 
Wales: Sylva was commemorated in Llandudno and Hemans has been 
appropriated as a µ:HOVK¶ SRHW LQ UHFHQW \HDUV As a result, comparing these 
writers indicates that issues of regional representation continued to be part of 
literary culture, revealing, as Damien Walford Davies and Lynda Pratt have 
argued, that µDQ LQWHUHVW LQ ZULWLQJ DERXW :HOVK FXOWXUH DQG KLVWRU\ UHYHDOV
important connections ± and sympathies ± between apparently unrelated writers, 
WKXVH[SRVLQJQHZQHWZRUNVRIH[FKDQJHLQIOXHQFHDQGGLDORJXH¶283 Reassessing 
6\OYD¶V ZRUN LQ UHODWLRQ WR +HPDQV ZKR DOVR XQGHUZHQWmarginalisation and 
reappraisal, provides further evidence of authors fading from critical 
consciousness as a result of the negative perceptions of the prolific, professional 
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IHPDOHDXWKRU ,Q µ7KH/DQGRI'UHDPV¶+HPDQVdescribed µYLVLRQVRI DVSHFWV
QRZORYHGQRZVWUDQJH¶DQLPDJHWKDWLVFOHDUO\DSSOLFDEOHWRD forgotten writer 
and one who has been reintroduced to modern criticism. +HPDQV¶V ZRUN QRZ
µORYHG¶HQJDJHVZLWKWKHVDPHDVSHFWVRI6\OYD¶VZKLFKVHHPµVWUDQJH¶WRPRGHUQ
readers, but which were in fact part of ongoing debate.284  
 
5.2. %UDP6WRNHUDQG5RPDQLDQµRWKHUQHVV¶ 
Much like Felicia Hemans, there are parallels to be drawn between Bram 
Stoker and Carmen Sylva even before their work is considered in more detail. 
6WRNHU MRLQV+HPDQVDQG6\OYDDV DQRWKHU µDXWKRURXWVLGHU¶ ORRNLQJ LQDWRWKHU
countries and their cultures: Stoker was Anglo-Irish and Sylva was German by 
birth, but spent the majority of her life in Romania. Moreover, as part of the 
Romanian royal family, she was to some degree separated from the hardships she 
described. This status on the periphery clearly fed into their literature, particularly 
when writing about the East ± in this case eastern Europe DQG5RPDQLD¶VSRVLWLRQ
within it. Both Stoker and Sylva are western Europeans trying to define eastern 
Europe. Stoker, unlike Sylva, had never been to Romania, confining his 
HQJDJHPHQWZLWKWKHµIoreign other¶ to the now iconic character of Count Dracula.  
As discussed in Chapters Three and Four, 6\OYD¶V VKRUW VWRULHV IRFXVHG
predominantly on Romanian culture. By publishing in popular magazines 
including Belgravia, the English Illustrated Magazine and the :RPDQ¶V:RUOG, as 
well as publishing single volumes, she ensured her work was available to a large 
body of middle and upper class readers. With this in mind, as well as her visits to 
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Britain, it seems likely that a proportion of British readers would have been 
introduced to Romania a number of years before one of the more famous 
GHSLFWLRQVRI5RPDQLDQµRWKHUQHVV¶ ± 6WRNHU¶VDracula. I am not suggesting that 
Sylva was the first to introduce Romanian culture to Britain, but she represents a 
IRUJRWWHQ OLQN WR 5RPDQLD RQH WKDW EHJDQ EHIRUH 6WRNHU¶V well-known novel. 
There are a number of connections EHWZHHQKLVZRUNDQG6\OYD¶VWKDWKDYH\HWWR
be recognised.  
It should be acknowledged that when both Stoker and Sylva were writing, 
Transylvania had not been unified as part of Romania and would not become so 
until 1918.285 All three states ± Moldavia, Wallachia and Transylvania ± had been 
under Ottoman rule since the mid-sixteenth century and they remained so until the 
seventeenth century, when the Hapsburg and Russian empires began to compete 
for control. This resulted in a number of conflicts, most notably the Crimean War 
(1854-$IWHU5XVVLD¶VGHIHDW:DOODFKLDDQG0ROGDYLDZHUHQRORQJHUXQGHU
its control DQG EHFDPH NQRZQ DV WKH µ8QLWHG 3ULQFLSDOLWLHV¶ 286  In 1866, the 
JRYHUQPHQW FKDQJHG WKH QDPH RI WKH WZR SURYLQFHV WR µ5RPDQLD¶ $IWHU WKH
Russo-Turkish War, Romanian independence was formally recognised by the 
Treaty of Berlin. Romania became a kingdom in 1881, with Sylva and her 
husband as its first monarchs.  
However, the fact that Stoker and Sylva are using the same topographical 
references and patterns of representation positions them within the same sphere of 
cultural discourse: representing the East. Both are western Europeans attempting 
to portray eastern Europe but unlike Stoker, Sylva is writing about the East partly 
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from the inside. Her high status aside, Sylva had lived in Romania from her 
marriage until her death and had immersed herself in Romanian charity projects as 
well as the language and customs.  
:KLOVW WKHUH LV QR HYLGHQFH WKDW 6WRNHU ZDV DZDUH RI 6\OYD¶V OLWHUDU\
productions, the first page of Dracula recognises the German influence in the 
DUHD 7KH VHFRQG SDUDJUDSK RI -RQDWKDQ +DUNHU¶V MRXrnal notes that during his 
WUDYHOVWKURXJK7UDQV\OYDQLDKHIRXQGKLVµVPDWWHULQJRI*HUPDQYHU\XVHIXOKHUH
LQGHHG,GRQ¶WNQRZKRZ,VKRXOGEHDEOHWRJHWRQZLWKRXWLW¶287 Attila Viragh 
has seen this detail as a connection to the Transylvanian Saxons, who had 
migrated there in the twelfth century and who numbered around 700,000 at the 
time Dracula was published, but this proposition perhaps overlooks a more 
contemporary influence on the Germans living in Romania and its surrounding 
provinces.288 +DUNHU¶VMournal is more likely to be related to the native tongue of 
Sylva and her husband, the latter of whom had been chosen as Sovereign Prince 
of Romania in 1866 after the previous ruler, Alexandru Ioan Cuza, was 
overthrown. 
Further links between Stoker and Sylva are in terms of the cultural as well 
as topographical references found in their work. Both refer to specific 
geographical features (the Carpathian Mountains), cities (Bucharest) and rivers 
(the Sereth, now known as the Siret). The Carpathian mountain range is 
immortalised in Dracula DV µRQH RI WKH ZLOGHVW DQG OHDVW NQRZQ SRUWLRQV RI
Europe,¶DQGLVRQHRIWKHRQO\WRSRJUDSKLFDOUHIHUHQFHVXVHGWRORFDWH-RQDWKDQ
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+DUNHU¶V LQLWLDO QDUUDWLYH LQ 5RPDQLD 289  6WRNHU¶V UHSUHVHQWDWLRQ RI 5RPDQLD
indicates a desire to highOLJKW LWV µRWKHUQHVV¶ DQG create a heightened sense of 
distance between Romania and western European nations, such as Britain. This 
feature reflects contemporary non-fictional sources ± some of which Stoker is 
known to have been familiar with ± which perpetuate the notion that British 
interest is established through recognition of difference. One of the earliest 
accounts of Romania is An Account of the Principalities of Wallachia and 
Moldavia (1820) by William Wilkinson (dates unknown), who lived in Wallachia 
for a number of years and noted that the Ottoman Empire ± which Romania was 
part of at the time of his study ± µRIIHUVDQLQH[KDXVWLEOHVXEMHFWIRULQYHVWLJDWLRQ
DQG DQ HQGOHVV H[FLWHPHQW WR FXULRVLW\¶ 290  This was an important source for 
Stoker and formed the basis of his research when he began to write Dracula, as it 
contained a reference to a historical figure by the same name as his eponymous 
villain.291  
Ideas of excitement and curiosity were reiterated over sixty years later by 
James Samuelson (1829-1914), who travelled to Romania during the composition 
of Roumania Past and Present (1882) DQG VWDWHG WKDW µWKHUH LV QR FRXQWU\ LQ
Europe which at the present time possesses greater interest for Englishmen than 
does the Kingdom of Roumania, and there is none with whose present state and 
SDVWKLVWRU\QD\ZLWKZKRVHYHU\JHRJUDSKLFDOSRVLWLRQWKH\DUHOHVVIDPLOLDU¶292 
Samuelson attempted to rectify this ignorance, providing detailed information 
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about the landscape as well as statistics to indicate the size of the country and its 
population. The depiction of specific cities such as Bucharest, coupled with the 
Carpathian mountain range and Romanian social groups like the Lautari and the 
boyars, familiarise nineteenth-century readers with aspects of Romanian culture 
that Sylva would depict in her fiction.  
Consideration of such accounts provides insight into nineteenth-century 
perceptions of Romania. Samuelson notes, somewhat non-specifically, that 
English influence has benefited 5RPDQLDZKLFKLPSRUWVµcivilisHG¶DUWLFOHVIURP
Britain ± a common piece of imperialist rhetoric. The British have a duty to 
concern themselves with Romania, to help the people resist Russian influence and 
µ2ULHQWDO GHVSRWLVP¶ WKURXJK µWKH DJHQF\ RI:HVWHUQ SURJUHVV¶293 The µEastern 
Question¶ was significant to both Britain and Russia and the Crimean War, where 
Britain, France and the Ottoman Empire had sided against the Russians, had 
resulted from this clashing of interest. Their rivalry continued throughout the 
century through the µGreat Game¶, and the desire for control in Central Asia.  
Further connections between England and Romania are established in 
terms of geographical size and population, as well as the recognition that current 
land reforms in Romania could be applied to WKHµVLWXDWLRQ¶LQ,UHODQG294 Romania 
compares unfavourably and is seen as a primitive nation, although making 
progress in terms of industry and the judicial system. For example, Romanian 
prisoners working in the salt mines, rather than receiving the death penalty ± 
which Sylva draws on in her short storyµ1HDJD¶± is largely viewed positively. 
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1HYHUWKHOHVV5RPDQLDQµ2ULHQWDOOLIH¶LVFRORXUHGE\SRYHUW\DQGQHJOHFWDQGLWLV
here that racial stereotypes become the most frequent: the population are poor 
serfs with few rights, who are physically strong but prone to alcoholism.295 
Similarly, the gipsy population, characterised as drunken, lazy thieves, is, 
6DPXHOVRQDUJXHVORRNHGXSRQE\WKH5RPDQLDQVµSUHWW\PXFKDVWKHZKLWHPDQ
UHJDUGV WKHQHJUR¶ ± as an inferior race.296 Romania is exoticised, defined by its 
difference, which is emphasised in lengthy descriptions of its barbaric, savage 
KLVWRU\DQGKRZWKLVKDVLPSDFWHGRQWKHµSHUYHUWHG/DWLQ¶ZKLFKQRZFRQVWLWXWHV
the Romanian language.297 
Romanian history is of little interest for Samuelson. His account favours 
contemporary Romanian life and leaders such as King Carol and Queen Elisabeth, 
the latter of whom is µDOPRVW WRR ZHOO NQRZQ¶298 This statement implies that 
6\OYD¶V OLWHUDWXUHZDVGHWULPHQWDO WRKHUDELOity to be a queen, a judgement that 
has been complicated by my findings, which have indicated that her literature 
simultaneously relied on, and suffered from, her royal status. Yet some 
contemporary events are still neglected E\6DPXHOVRQ WKH µIULFWLRQ¶ Dfter Sylva 
DQG KHU KXVEDQG¶V FRURQDWLRQ LV QRW GZHOOHG XSRQ RU HYHQ VSHFLILFDOO\ UHIHUUHG
to.299 It is possible that this is another example of self-FHQVRUVKLS OLNH 6\OYD¶V
biographers, Samuelson has avoided certain topics in order to protect himself ± 
and Sylva ± from criticism.  
This relationship between interest in the country and recognition of 
fundamental difference is also part of studies produced later in the century. Alfred 
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0 :LOOLDPV IRU H[DPSOH GLVFXVVLQJ WKH ZRUOG¶V IRONVRQJV IHDWXUHV D ILQDO 
chapter on Romania, which focuses on The Bard of the Dimbovitza. He repeats 
many of the generalisations about the country, comparing Romanian poetry to its 
westernised counterparts and continuing to emphasise its primitive nature. 
µ3ULPLWLYH¶ LV a description frequently utilised by Williams, as is the connection 
ZLWK QDWXUH WKH ILHU\ DQG IUHVK SRHWU\ ZKLFK µVWLUUHG WKH EORRG RI UHILQHG
FLYLOL]DWLRQ¶300 Again, what is emphasised is the difference in approach between 
East and West, an attitude reminiscent of +HPDQV¶VSRHPVDERXW:DOHV and the 
wildness of nature that influences their song. This study was produced thirteen 
\HDUV DIWHU 6DPXHOVRQ¶V DQG VHYHQW\-ILYH \HDUV DIWHU :LONLQVRQ¶V \HW UHWDLQV
many of the same generalities about the Romanian population. This indicates that 
once formed, perceptions about Romania were difficult to alter, reflecting what 
0DULD7RGRURYDKDVWHUPHGWKHµIUR]HQLPDJH¶RIWKH%DONDQVWDWHV301 
This continuing emphasis on the primitive suggests that British interest in 
Romania was not only imperialist in nature, but was also connected to 
anthropological concerns. In Primitive Culture (1871), one of the most influential 
works on the subject, Edward B. Tylor (1832-1917) argued that establishing 
FRQQHFWLRQVEHWZHHQWKHµVDYDJHKRUGHV¶ aQGµPRUHFLYLOLVHGQDWLRQV¶ZDV a way 
of understanding the present and considering future developments. 302  He 
VXJJHVWHG WKDW µVXUYLYDOV¶ ± customs or opinions that originated in older 
civilisations yet have been retained by modern society (these could be language-
based idioms, myths, or regional customs, for which Tylor lists the Breton All 
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6RXOV¶ VXSSHU ± are evidence of this link. If modern society reflects on these 
µWULYLDO GHWDLOV¶ LW FDQ GHtermine the extent to which it is the originator of such 
behaviours, or whether they stem IURP µORQJ SDVW DJHV¶303 The fact that these 
DSSDUHQWO\ SULPLWLYH HOHPHQWV DUH QRZ VHHQ DV µVSRUW¶ ZLWKLQ PRUH FLYLOLVHG
VRFLHW\ EHFRPHV SURRI RI VRFLDO HYROXWLRQ :LWK 7\ORU¶V WKHRULHV LQ PLQG
VFUXWLQL]LQJ5RPDQLDQµSULPLWLYH¶FXlture is a way for the British to learn about 
themselves. As Tylor suggested with regard to the Greenlanders and the Maoris, 
the European ± and in this case, the western European ± PD\ILQGµPDQ\DWUDLWIRU
reconstructing the picture of his own primitive DQFHVWRUV¶304  
Dracula, with its depictions of the superstitious peasants, the sexualised ± 
and therefore punishable ± vampire women, as well as the apparently cultured, but 
ultimately deviant Dracula himself, continues these stereotyped constructions of 
the archaic Romanian provinces. For Stoker, emphasising Transylvanian 
µRWKHUQHVV¶ LV D WHFKQLTXHGHVLJQHG WR IXUWKHU WKH µ*RRG YV%DG¶GLFKRWRP\KH
has established between the central characters. The western European lifestyle 
epitomised by the Harkers and van Helsing is set against the East ± symbolised by 
the Transylvanian Count. Harker makes this clear from the outset, reflecting that 
µWKHLPSUHVVLRQ,KDGZDVWKDWZHZHUHOHDYLQJWKH:HVWDQGHQWHULQJWKH(DVW¶305 
The majority of the novel takes place on %ULWLVK VRLO EXW 6WRNHU¶V QDUUDWLYH LV
framed by Romanian life. Topographical and cultural references, however, are 
used sparingly. They are most frequent in the final chapters, as the Harkers, 
Quincey Morgan, Dr. Steward and van Helsing set off in pursuit of Dracula. 
Towns and rivers form a catalogue within their travel-narratives; the ground they 
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must travail in order to destroy the ultimate evil. Stoker references the Danube 
and the Pruth (now known as the Prut) river, as well as Bukovina, Bistritz, 
Bucharest and Galatz, but with a speed and lack of detail that mimic the haste and 
the relentless pursuit of Dracula by the European heroes.  
The native people receive equally brief descriptions. The local people 
Harker encounters at the beginning of the noveODUHµVWUDQJH¶DQGµEDUEDULDQ¶ and 
their RYHUWO\VXSHUVWLWLRXVQDWXUHVH[HUWDQHJDWLYHLQIOXHQFHRQ+DUNHU¶VZHVWHUQ
rationality ± he accepts the crucifix offered to him by an old woman and continues 
WR ZHDU LW HYHQ WKRXJK KH FRQVLGHUV LW µLGRODWURXV¶ 306  Although their fear is 
justified, the derogatory depictions reaffirm British superiority: the native people 
are as wild as the landscape they inhabit. Similarly, the Count cannot conquer 
London, but is driven out and ultimately destroyed. The British ± and Dutch ± 
launch a swift and effective counteroffensive, invading eastern Europe and 
destroying the vampires with relative ease.  
6WRNHU¶V VXVWDLQHG VWHUHRW\SLQJ RI WKH 5RPDQLDQ SURYLQces is focalised 
through other western Europeans. Mina Harker notes thaWµLI-RQDWKDQDQG,ZHUH
driving through it alone what a pleasure it would be. To stop and see people, and 
learn something of their life, and to fill our minds and memories with all the 
colour and picturesqueness of the whole wild, beautiful country and the quaint 
SHRSOH¶307  9LUDJK VHHV WKLV DV 0LQD¶V UHFRJQLWLRQ RI WKHLU FXOWXUDO LJQRUDQFH
ZLVKLQJ VKHFRXOGEHD µFXOWXUDOH[SORUHU¶ UDWKHU WKDQDGHVWUR\HU308 However, I 
argue that, like her husband, Mina takes on the role of a social categoriser: she 
wants to learn, but does not want to immerse herself in the culture. Her aim is to 
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drive quickly and efficiently through the landscape, observing all around her in a 
form of cultural safari. Then there is the thinly veiled condescension undercutting 
her descriptLRQRI WKHSHRSOHDV µTXDLQW¶ WKHFRQQRWDWLRQVRIZKLFKDUHSRVLWLYH
but at the same time unfamiliar, old-fashioned and, by extension, underdeveloped 
compared to her life in Britain. Mina may be more sympathetic and appreciative 
WKDQ6WRNHU¶VRWKHUFKDUDFters, but her engagement with the East is very similar to 
KHU KXVEDQG¶V recognising the beauty alongside the dangers and wishing to 
remain aloof from it. 7KLV FOHDUO\ GRHV QRW DSSO\ WR WKH PDMRULW\ RI 6\OYD¶V
characters, who are Romanian by birth and do not travel outside of their villages. 
WKHUH 6WRNHU¶V FKDUDFWHUV DQG QDUUDWLYH VWUXFWXUH WU\ WR H[FOXGH or control 
Transylvanian culture, Sylva provides a direct connection, often focalising 
through the characters themselves.  
Stoker authenticates his narrative by presenting real locations to his 
readers, but simultaneously limits his engagemeQW ZLWK WKLV µIRUHLJQ Rther¶ to 
geographical markers that a number of his readers would already be familiar with. 
+LVUHDGHUV¶IDPLOLDULW\ZRXOGVWHPIURPWKHDIRUHPHQWLoned non-fictional studies 
EXW DOVR IURP 6\OYD¶V ZRUNV LQFOXGLQJ Legends from River and Mountain, 
SXEOLVKHG D \HDU EHIRUH 6WRNHU¶V JRWKLF QRYHO LQ  6\OYD¶V FROOHFWLRQ LV D
product of the Romanian landscape: these stories did not only develop from local 
legends, but their focus is the environment itself. As Alma Strettell noted in her 
introduction to the collection, the stories are based on the landscape that surrounds 
6\OYD¶VKRPH LQ6LQDLD VSHFLILFDOO\ WKH&DUSDWKLDQ0RXQWDLQVDQG µWKHGLVWULFWV
traYHUVHGE\WKH3HOHVFKULYHU¶309 With this in mind, it not only contains a greater 
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number of topographical references than Dracula, but also a greater degree of 
local insight.  
Rather than referring to the Carpathian Mountain range as a whole, 
6\OYD¶V FROOHFtion breaks down the landscape by considering the local legends 
EHKLQG LQGLYLGXDO PRXQWDLQV 6WRULHV VXFK DV µ7KH -LSL¶ µ9LUIXO &X 'RU¶
µ)XUQLFD¶ DQG µ3LDWUD$UVD,¶ DUH FHQWUHGRQDPRXQWDLQRI WKH VDPHname. Each 
possesses a separate, mystical origin. The stories most frequently describe men 
and women who sacrifice themselves for others and are transformed into the 
landscapes they once inhabited. Yet these stories are locked into the wider 
landscape of Romania as a whole as a result of topographical references that run 
through the collection, including the Prahova valley, the Bucegi Mountain range 
and the Danube. Cultural terms are also threaded WKURXJKRXW 6\OYD¶V ZRUN $V
discussed in Chapter Three, footnotes are included for certain terms and µ7KH
6WDJ¶V 9DOOH\¶ DQG µ7KH :LWFK¶V 6WURQJKROG¶ contain translations for the 
Romanian names of principal protagonists, referenced in parentheses or footnotes.  
7KDWLVQRWWRVXJJHVWWKDW6WRNHU¶VZRUNLJQRUHV5RPDQLDQFXOWXUH$JDLQ
there is an interesting degree of cross-over between Dracula DQG6\OYD¶VZRUNLQ
WHUPV RI WKHLU UHFRJQLWLRQ RI 5RPDQLD¶V KLVWRULFDO WLHV WR WKH 2WWRPDQ (PSLUH
which controlled Moldavia, Wallachia and Transylvania until the end of the 
Russo-Turkish War. Stoker acknowledges this link in his somewhat vague 
references to µWUDGLWLRQVRI7XUNLVKUXOH¶ but Sylva is far more detailed, since some 
of her stories focus specifically on the wars that occurred under Ottoman rule.310 
µ9UDQFLD¶RQHRIWKHVKRUWHVWRI6\OYD¶VVWRULHVSXEOLVKHGLQWKHWhird issue of the 
                                                 
310Dracula, p. 31. 
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/DG\¶V 5HDOP, focuses on Stefan the Great (1433-1504). He was the Prince of 
Moldavia between 1457 and 1504, achieving fame as a result of his resistance 
against the Ottoman Empire DVZHOO DV IRU SURWHFWLQJ0ROGDYLD¶V LQGHSHQGHQFH
during periods of Hungarian and Polish hostility 6\OYD¶V VWRU\ IHDWXUHV 6WHIDQ
DORQHLQWKH9UDQFLD0RXQWDLQVµVHHNLQJWRKLGHKLPVHOIIURPKLVHQHPLHV,¶ZKR
had beaten him in battle and scattered his troops.311 He is given shelter by an old 
woman, who, unbeknown to him, has realised his true identity and is determined 
to help him. She dispatches her seven sons in different directions in order to 
recruit a new army. Revitalised, Stefan begins another battle, and, once victorious, 
thanks the family by giving each sRQRQHRIWKHPRXQWDLQV:KLOVW6\OYD¶VILQDO
OLQHVHPSKDVLVHWKHµYDORURXVZRPHQ¶ZKRDUHGHGLFDWHGWRhelping their sons and 
leaders to achieve greatness, the story also creates a broader image of Romanian ± 
and specifically Moldavian ± patriotism: princes protecting their country and the 
local people who fight unconditionally for them.312  
It is unclear as to which battle the story refers, due to the lack of dates or a 
more specific reference to the origins of the enemy. It is likely, however, that it 
concerns tKH%DWWOHRI9DOHD$OEă (or %DWWOHRI5ă]ERLHQL LQ-XQHZDJHG
between the Moldavian army, led by Stefan, and the Ottoman army, led by Sultan 
Mehmed II. It resulted in heavy losses for the Moldavian troops and Stefan was 
forced to retreat. Moldavian victory was finally achieved due to a combination of 
the resistance by the Moldavian fortresses, the outbreak of illness among the 
ottomans DQGDµJXHUULOODFDPSDLJQ¶ZDJHGE\6WHIDQDQGD3ULQFHRI:DOODFKLD± 
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312Ibid., p. 71 
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WKHµLQIDPRXV¶9ODG,,,'UDFXOD-1476).313 If this was indeed the war Sylva 
depicted, then it provides another interesting connection to Stoker, whose Dracula 
UHJDOHV-RQDWKDQ+DUNHUZLWKVWRULHVRIGULYLQJEDFNµWKH7XUNV¶DQGKDVµDULJKW
to be proud, for in our veins flows the blood of many brave races who fought as 
WKH OLRQILJKWV IRU ORUGVKLS¶314 But while Dracula emphasises the importance of 
blood, Sylva proffers a story of heroism in the face of adversity, not just from 
ORUGVEXWWKHFRPPRQPDQDQGZRPDQZKRµDUHDVIUHHDVWKHLUPRXQWDLns, and 
DVZLVHDVWKHLUKHURHV¶315 In reworking centuries-old wars with legends to create 
DQ LPDJH RI 5RPDQLDQ SHUVLVWHQFH DQG VXFFHVV 6\OYD¶V VWRU\ EHFRPHV WKH
DQWLWKHVLVWR6WRNHU¶VZKRVH7UDQV\OYDQLDQWHUURUVWDNHGHOLJKWLQWKHGHVWUXFWLRQ
of others.316 
 6WRNHU DQG 6\OYD¶V UHIHUHQFHV WR 5RPDQLDQ FXOWXUH DUH QRW, however, 
limited to historical events, but also extend into the daily lives of the Romanian 
population, specifically their eating habits. Jonathan Harker writes that he was 
VHUYHGµPDPDOLJD¶IRU EUHDNIDVWDµVRUWRISRUULGJH¶± often compared to polenta 
± that Sylva also references on two occasions.317 One such reference occurred 
SULRU WR 6WRNHU¶V QRYHO ,Q D QRQ-fictional account of peasant life in Romania, 
                                                 
313$OH[DQGHU0LNDEHULG]Hµ5ă]ERLHQL, Battle of (1476),¶LQConflict and Conquest in the Islamic 
World. A Historical Encyclopaedia, ed. by Alexander Mikaberidze (Santa Barbara, California: 
ABC-CLIO, LLC, 2011), p. 737.  
314Dracula, p. 59. 
315µ9UDQFLD¶p. 71. 
3166\OYD¶VVWRULHVDOVRIHDWXUHWKHPRre contemporary Russo-7XUNLVK:DULQµ7KH6LHJHRI:LGLQ
An Episode in the Russo-7XUNLVK:DU¶ZKLFKZDVSXEOLVKHGLQWKHIRXUWKLVVXHRIWKH /DG\¶V
Realm (1898) and reprinted in A Roumanian Vendetta and Other Storiesµ'HFHEDO¶V'DXJKWHU¶
published in the first volume of the :RPDQ¶V:RUOG (1888), is also a fictional account of war, in 
this instance between the Romans and the Dacians, which occurred in the first century. 
317Dracula, p. 33. 
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SXEOLVKHGLQVKHVWDWHGWKDWµlife is extremely simple among the peasants of 
Roumania. The principal dish at every meal is the maize cake (mamaliga).¶318 
Her more complicated use of the term however ± beyond its traditional use 
as a foodstuff ± LVSDUWRIKHUVWRU\µ$5RXPDQLDQ9HQGHWWD¶+ere it is given as 
food, but is also used in the context of a child being spoiled by an overprotective 
mother. Sylva uses the reference pejoratively at the point where the principal 
protagonist, Sanda, is denouncing $QFD¶VWUHDWPHQWRIKHUEDE\. She states that he 
ZLOOµQHYHUEHRQHRIXVKHZLOOWXUQPDPDOLJD¶± WRZKLFKµPLONVRS¶DSSHDUVWKH
closest equivalent.319 This translation is also included in the English translation 
IURP ZKLFK SURYLGHV WKH DGGHG GHWDLO WKDW LW LV µWKH QDWLRQDO SROHQWD DQG
staSOH IRRG RI WKH 5RXPDQLDQ SHDVDQWU\¶320 6\OYD¶V XVH RI WKH WHUP WKHUHIRUH
EURDGHQVKHUUHDGHU¶VXQGHUVWDQGLQJRI5RPDQian culture. She not only introduces 
cultural terminology to her readers, but highlights the idiomatic resemblances 
between Romania and Britain. Both countries use a similar phrase to achieve the 
same level of derision. 
To a certain degree, Sylva maintains the degree of difference found in 
Dracula, as well as Samuelson and WilOLDPV¶V QRQ-fictional accounts, but her 
stories, in part due to the prominence of realist features over gothic tropes, do not 
seem to serve the same purpose. $GKHUHQFHWRVWHUHRW\SLFDOµRWKHUQHVV¶DQGH[RWLF
dangers is initially epitomised in µ1LQH'D\V¶which was discussed in Chapter 
Four. Being bitten by a rabid dog whilst walking in Bucharest is the catalyst for 
the story and for its resolution. The dog is both the angel of death and the hope of 
marital salvation, as Louis and Anna are able to reconcile during the nine days. 
                                                 
318&DUPHQ6\OYDµ3HDVDQW/LIHLQ5RXPDQLD¶The Forum, June 1889, p. 462. 
319µ$5RXPDQLDQ9HQGHWWD¶S 
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Ironically, the exotic danger of Romania has the power to heal. As was 
exemplified through KHU XVH RI µPDPDOLJD¶ 6\OYD H[SDQGV KHU UHDGHU¶V
knowledge of Romania, providing them with detailed insight into the country and 
its culture. Her work is more detailed than StoNHU¶V LQ WKLV respect. Stoker had 
never been to Romania ± had never travelled further than Vienna according to 
Barbara Belford.321 His closest connection to Romania stemmed from his brother 
George, who was a volunteer with the Turkish army during the Russo-Turkish 
War.322 It is, of course, not necessary to have visited a place in order to write 
about it ± especially since it is England, specifically London, which is the focal 
setting in Dracula. It is also important to note that Jonathan Harker is a tourist in 
7UDQV\OYDQLD ZKHUHDV 6\OYD¶V FKaracters are natives of Romania. Her stories 
chronicle the lives of peasant people and the monsters lurking within the human 
psyche, rather than the gothic terrors that people 6WRNHU¶V WH[W ,W LV WKHUHIRUH
unsurprising that Sylva, having lived there since 1869 and with this focus on 
traditional life and customs, would have a more detailed depiction of Romania in 
her work.  
 µ1HDJD¶ DOVR DGKHUHV WR D GHSLFWLRQ RI 5RPDQLDQ µRWKHUQHVV¶ WKDW LV
LQLWLDOO\DNLQWRWKHµEDUEDULW\¶6WRNHUGHVFULEHV+RZHYHUWKLVagain seems to be 
a perfunctory interpretation. Samuelson, as previously discussed, described the 
Romanian judicial system, changes to which involved the abolition of the death 
penalty and the introduction of forced labour in the salt mines. He notes that two 
of the five salt mines in Romania are worked by convicts and that the majority of 
the prisoners are illiterate, having only received religious education. He describes 
                                                 
321Barbara Belford, Bram Stoker (London: Weidenfeld and Nicolson, 1996), p. 220. 
322Jimmie E. Cain, Bram Stoker and Russophobia (Jefferson, North Carolina: McFarland & 
Company Inc., 2006), p. 103. 
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D YLVLW WR D PLQH QRWLQJ WKH µIRXO¶ DLU EXW FRQFOXGLQJ WKDW WKH\ UHFHLYH
µZKROHVRPH¶ IRRG DQG WKDW 5RPDQLD PDNHV D µKDQGVRPH SURILW¶ IURP VXFK
enterprises, although the workers rarely complete their term of imprisonment, 
often receiving a royal pardon or a reduced sentence.323  
6\OYD¶VVWRU\ DGGVVRPHOLWHUDU\FRORXUWR6DPXHOVRQ¶VDFFRXQW It begins 
inside such a mine and a degree of sympathy is created through references to the 
µLPSHQHWUDEOH JORRP¶ rattling chains and the restricted movement of pale, 
phantom-like convicts ZKROLYHDQGZRUNLQµ'DQWH¶VKHOO¶324 7KHUHDGHU¶VSLW\LV
heightened through the introduction of the two main characters, Sandu and Vlad, 
who, unbeknown to them, are both connected to the titular character, Neaga. 
Sandu is her lover and committed a crime of passion for her sake ± stabbing the 
man who insulted her. Vlad is her father, also imprisoned for murder, this time of 
WKHYLOODJHW\UDQWZKRKDGEHDWHQ9ODG¶VVLVWHUWRGHDWK9ODGZKRVHDFWLRQVDUH
UHPLQLVFHQWRI-RKQ%DUWRQ¶VLQ*DVNHOO¶VMary Barton (1848), drew lots with the 
other men and became the murderer. Unlike Barton, Vlad took sole responsibility 
for the crime as soon as it was committed and has been in the mine for sixteen 
years.   
Sylva gives a face to the plight of the prisoner and, unlike Samuelson, 
never discusses the mining in the context of the Romanian economy, emphasising, 
if not the injustice of the system ± both men have committed murder ± the terrible 
FRQGLWLRQV7KHVWRU\¶VVHWWLQJKRZHYHUVRRQVKLIWVSHUKDSVLQDQHIIRUWWRDYRLG
further social commentary. The newly crowned Prince and Princess visit the mine, 
pardon Vlad and enable him to seek out his daughter. Insight into Romanian life 
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and culture continuesDVWKHORFDOµKora¶ and performances by the Lautari gypsies 
are described as ZHOODVWKHµ6DOED¶7KLVLV a traditional necklace worn by peasant 
women, in this instance decorated with money provided by the princess. The story 
then continues to chart WKH UHXQLRQ RI1HDJD DQG9ODG WKHLU KDUGVKLSV9ODG¶V
GHDWKDQG1HDJD¶VKDSSLQHVVZLWK6DQGXZKReventually leaves the mine. Unlike 
Stoker¶V FXOWXUDO VDIDUL 6\OYD DWWHPSWV WR LPPHUVH KHU %ULWLVK UHDGHUV LQ WKH
hardships of Romanian life, but also its successes. Neaga and Sandu achieve 
happiness: marriage, a family, financial security and a formal pardon for Sandu, 
which allows them to return to their village. These are conventional successes that 
WKH %ULWLVK UHDGHU ZRXOG QRW ILQG XQXVXDO GHVSLWH WKH µRULHQWDO¶ VHWWLQJ $JDLQ
6\OYD¶V VWRULHV TXHVWLRQ WKH RQH-GLPHQVLRQDO µEDUEDULW\¶ IRXQG LQ 6WRNHU¶V
narrative, drawing parallels between Britain and Romania that overcome the 
differences in language and environment.  
Similarly, the sense of difference emphasised in the stories set in 
5RPDQLD¶VKLVWRULFDOSDVWLVWHPSHUHGE\WKHVLPSOHIDFWWKDWGXHWRWKHLUKLVWRULFDO
setting, this degree of difference has long since passed. Romania has changed, as 
HSLWRPLVHGE\ WKHDFFRXQWVJLYHQE\ WKHER\DU¶VGDXJKWHU LQ µ7KH*LSV\¶V/RYH
6WRU\¶ ZKR DV GLVFXVVHG LQ WKH SUHYLRXV FKDSWHU REMHFts to the treatment of 
Cassandra and wishes to implement new methods. Sylva is engaging with 
FRQWHPSRUDU\VWHUHRW\SHVRIDSRODULVHG(DVWDQG:HVWµ7KH*LSV\¶V/RYH6WRU\¶
presents the latter as synonymous with progress and enlightened thinking, yet 
Sylva also deconstructs these clichés by hinting that the barbarity associated with 
eastern Europe is not a permanent fixture of the landscape: the backwardness that 
Stoker depicts in his narrative is problematisHGLQ6\OYD¶V,QWKLVZD\KHUZRUN 
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VXSSRUWV 7RGRURYD¶V DUJXPHQW WKDW WKH (DVW µRIWHQ LQYRNHV ODEHOV RI
semideveloped, semicolonial, semicivilized [sic] VHPLRULHQWDO¶ 325  The Balkan 
states are a metaphorical bridge between eastern and western culture, but 
symbolise gradual change, rather than cultural stagnation.  
:KLOVW6WRNHU¶VQRYHOLVPRUHVWURQJO\RULHQWDWHGDURXQG the barbaric, the 
alien and the deviant, Romanian life is used by Sylva as the basis for a more 
complicated engagement with rights, female education and relationships. Sylva 
gives British readers a sense of Romanian life beyond the one-dimensional, 
superstitious peasants that Stoker depicted and which were found in non-fictional 
accounts. In doing so, she manipulates the cultural differences that were 
emphasised by other writers in order to alienate their readers from Romanian 
culture. There might be some differences between Britain and Romania in terms 
of habits, landscape and language, but Sylva indicates that the similarities far 
outweigh them. She reaffirmed and reworked British perceptions of Romania to 
provide her readers with a broader understanding of the country she would be part 
of for forty-five years.  
:KDW LV LW WKHQ WKDW KDV DOORZHG 6\OYD¶V ZRUN WR EH IRUJRWWHQ DQG
6WRNHU¶VWREHKHOGXSDVDFODVVLFSLHFHRIILFWLRQGHVSLWH the similarities between 
them? There may be a number of reasons to explain why the author who wrote 
about Romania in far more detail and far more frequently, has received little 
critical attention. This includes the popularity of the Gothic novel and status of the 
short story, the latter often disregarded during the nineteenth century as 
µOLJKWZHLJKW¶SURGXFHGVRlely for financial remuneration, and lacking in literary 
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value. Even today, as I noted in the introduction, popular fiction is subject to 
OLWHUDU\VWLJPDWL]LQJ6\OYD¶Vmarginalisation may also be testament to the status 
RIZRPHQ¶VZULWLQJWKHLUOLWHUDU\SUHRFFXSDWLRQVPD\RFFXUEHIRUHWKRVHRIWKHLU
male counterparts ± and in more detail ± but they are not remembered for it. 
,QGHHG7DOLD6FKDIIHUKDVVKRZQWKHµUHVLGXH¶RIOuida¶VZRUNLQ2VFDU:LOGH¶V
arguing that Wilde adopted and adapted her style into his own.326 For Schaffer, 
male aesthetes were reacting to Ouida, but this has been forgotten due to her 
popularity and the scathing reviews she received from critics. Sylva and Stoker 
have a similar relationship: they are responding to the same topic, but 6\OYD¶V
work was overlooked as a result of her personal popularity as well as negative 
attitudes to her work.  
Nevertheless, it is becoming increasingly clear that Carmen Sylva was one 
RI5RPDQLD¶VPRVWIDPRXs exports during the nineteenth century. Reassessing her 
literary presence and her work thus heightens our awareness of late nineteenth-
century engagement with the East as well as the methods that writers like Sylva 
employed in order to address issues that transcended spatial boundaries and were 
relevant on an international level.  
 
5.3. Edith Nesbit and forgotten short stories of the fin-de-siècle.  
E. Nesbit, as discussed in the previous chapter, is another contemporary of 
Sylva with whose life and work there are number of interesting links. Both 
women published in Belgravia and Good Words, the /DG\¶V5HDOPand the Strand 
± although not necessarily in the same issues ± DQGOLNH6\OYD1HVELW¶VOLIHZDV
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subject to biased biographical accounts. Julia Briggs, for example, writes that one 
RI1HVELW¶VHDUO\ELRJUDSKHUVDoris Langley MooreZDVREOLJHGWRµVPRRWKRXW
the wrinkles,¶LQ1HVELW¶VOLIHGRZQSOD\LQJKHUVRPHwhat unconventional family 
life and relationships with the likes of George Bernard Shaw (1856-1950), in 
RUGHUWRDGKHUHWR1HVELW¶VUHSXWDWLRQDVDFKLOGUHQ¶VZULWHUDQGPDWHUQDOILJXUH327 
1HVELW¶V µXQFRQYHQWLRQDO IHPLQLVP¶ ± which Michelle Smith links to her 
short hair, smoking and cycling ± could also be compared and contrasted with 
Sylva, whose own apparently eccentric dress sense did not always indicate radical 
beliefs.328 As was mentioned in Chapter Three, Sylva was often cautious when 
discussing the New Woman in non-fictional articles and Nesbit is reported to have 
expressed similar attitudes. Although she socialised with New Women such as 
Charlotte Perkins Gilman and the feminist Charlotte Wilson (1854-1944), Nesbit 
expressed GLVWDVWHIRUVXFKLVVXHVOHFWXULQJWKH)DELDQ:RPHQ¶V*URXSRQµ7KH
1DWXUDO'LVDELOLWLHVRI:RPHQ¶ LQDQGUHMHFWLQJZRPHQ¶VVXIIUDJH329 Both 
Sylva and Nesbit depicted elements of the New Woman in their work, alongside 
scathing views of abusive or negligent men, but their non-fictional views 
problematise this apparently progressive perspective. The binary blurring in their 
work ± between female angel and female demon ± extends into their personal 
lives as well as their literature. Public recognition of this may have resulted in 
ERWKZRPHQ¶VZRUNEHLQJVHHQDVFRQWUDGLFWRU\RUPXGGOHG 
Nesbit, like Sylva, published prolifically in a variety of genres. But where 
6\OYD¶VOLWHUDU\SURGXFWLRQVKDYHentirely fallen from favour, Nesbit is known for 
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KHU FKLOGUHQ¶V ILFWLRQ LQFOXGLQJ Five Children and It (1902) and The Railway 
Children (1906). Her reputation is centred on this genre and has been maintained 
by contemporary criticism. Like Sylva, LWFRXOGEHDUJXHGWKDW1HVELW¶VUHSXWDWLRQ
has caused the marginalisation of her adult fiction. ,WZDV6\OYD¶V royal status and 
public celebrity that contributed to her work fading from public recognition and 
fRU1HVELWDOLJQHGVRFORVHO\ZLWKKHUVXFFHVVIXOFKLOGUHQ¶VILFWLRQKHUUHSXWDWLRQ
as a more diverse writer struggled ± and ultimately failed ± to survive. The 
various collections of short stories produced during her lifetime, which range from 
romantic tales to ghost stories, receive little modern attention. Short story 
collections such as Grim Tales (1893), In Homespun (1896), The Literary Sense 
(1903) or Man and Maid (1906) are now largely out of print. 330  Nesbit has 
become part of a group RIµZRPHQZULWHUVIRUFKLOGUHQ¶331  
:KLOVW UHFRJQLVLQJ WKDW GXULQJ 1HVELW¶V OLIHWLPH WKH µPDUJLQDOLW\ RI
FKLOGUHQ¶VERRNVNHSWWKHPLQORZHVWHHP¶%ULJJVDJUHHV that her adult fiction ± 
poetry, novels and short stories ± have largely been forgotten. She qualifies this 
E\ VXJJHVWLQJ WKDW 1HVELW KDG QR µLOOXVLRQV DERXW KHU DGXOW ILFWLRQ ZKLFK ZDV
ZULWWHQLQDSRSXODUURPDQWLFVW\OH>@SULPDULO\WRSD\WKHELOOV¶332 Briggs goes 
on to argue that The Story of the Treasure Seekers (1899) LVµSUHRFFXSLHGZLWh the 
fulfilment (or lack of it) of literary structures (much more successfully than The 
Literary Sense was to be)¶DQGGHVFULEHV µ&LQGHUHOOD¶± taken from The Literary 
                                                 
330There have been recent reprints of her ghost stories, e.g. The Power of Darkness. Tales of 
Terror (Ware, Hertfordshire: Wordsworth Editions, 2006) but more realistic tales of family life are 
QRZRQO\DYDLODEOHE\µSULQWRQGHPDQG¶SXEOLVKHUV 
331/\QQH9DOORQHµ:RPHQZULWLQJIRUFKLOGUHQ,¶LQWomen and Literature in Britain 1800-1900, p. 
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332Briggs, p. 401. 
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Sense ± DV µQHJOLJLEOH¶ 333  I argue, however, that this reluctance to discuss 
1HVELW¶VVhort stories LVVLPLODUWRWKHUHFHSWLRQRI6\OYD¶VZRUNLW LVDUHVXOWRI
the lack of literary value attributed to a certain style of short story. As I noted in 
the introduction to this thesis, it is not necessarily the genre as a whole that is seen 
to be insignificant, but the valorisation of modernist short fiction has led to the 
marginalisation of other efforts.  
As discussed with regard to 6\OYD¶VZRUN LQ WKe final section of Chapter 
Four, tKH FRQWHQW RI1HVELW¶V VWRULHVPD\ KDYH DOVR UHVXOWHG LQ KHUwork being 
seen as GLIILFXOW WR FDWHJRULVH SDUWLFXODUO\ LQ WKH FRQWH[W RI WKH µ:RPDQ
4XHVWLRQ¶ 7KH EOXUULQJ RI WKH FRQYHQWLRQDO ZLWK PRUH SURJUHVVLYH HOHPHQWV
FRXSOHGZLWKWKHµJUH\DUHDV¶IRXQGLQWKHLUQRQ-fictional work and opinions, does 
not result in the narrative tidiness that seems to be prized by reviewers and critics. 
Subsequently, this may have resulted in the work being seen as derivative or 
confused. 7KHLU ZRUN H[KLELWV D GHJUHH RI µPL[HG¶ IHPLQLVP, which is at odds 
with modern views of the feminist. As this section will indicate, this attitude is an 
XQGHUHVWLPDWLRQRIERWKZRPHQ¶VFROOHFWLRQV 
Michelle Smith, discussing the role of Anthea in the Psammead series 
DORQJVLGH 1HVELW¶V FULWLTXH RI LPSHULDOLVP DUJXHV WKDW her work has a feminist 
undercurrent: µWKURXJK1HVELW¶VIRFXVRQZRPHQ¶VFDSDFLW\IRUQXUWXULQJLQWKHVH
adventures, she elevates the status of women and collective, supportive 
behaviours in direct contradiction of the phallocentric logic of male heroes on an 
individualist quest in which they are rewarded for violence and aggression ± a  
FRPSHOOLQJIHPLQLVWDOWHUQDWLYH¶334 Yet Smith also appears to note the limitations 
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RI1HVELW¶VIHPLQLVP$OWKRXJKQRWGHVFULEHGLQVXFKWHUPVVKHQRWHVWKDW$QWKHD
soon reverts to type, citing instances of her crying or placing flowers in a vase in a 
µXVHOHVVUHVSRQVHWRDVLWXDWLRQ¶335 When these arguments are combined, Smith is 
GHVFULELQJWKHVDPHJUH\DUHDIRXQGLQ1HVELW¶VDGXOWILFWLRQLQFOXGLQJKHUJKRVW
VWRULHVµ7KH+DXQWHG,QKHULWDQFH,¶ for example, is the story of Lawrence Sefton, 
who is left a large inheritance by an uncle. However, this estate must be divided 
between Lawrence and his cousin Selwyn, who Lawrence assumes is a man. 
Lawrence returns home to find the house is in ruins, but is resolved to possess it. 
He encounters a beautiful lady in pink, who also wishes to look around. The two 
break into the house and explore, as the woman UHYHDOVWKHKRXVH¶VKDXQWHGSDVW
Later, alone in the inn, Lawrence believes he had seen his cousin Selwyn and 
decides to scare him away by pretending to be the ghost, but is terrified to 
discover another ghost in the house. This phantom, however, is revealed to be the 
lady in pink. Once recovered from a fainting fit, she reveals herself to be Selwyn. 
She had recognised Lawrence and devised the same plan: to pretend to be the 
ghost so she could have the house for herself.  
:HPLJKWYLHZ6HOZ\Q¶V actions as unconventional ± a form of selfishly-
motivated bravery that sees her going against the quiet Angel in the House role 
and masquerading as a spirit. 1HVELW¶VFKRLFHRIQDPHVXSSRUWVWKLVUHDGLQJLWLV
gender-QHXWUDO KHQFH /DZUHQFH¶V FRQIXVLRQ Nevertheless, this apparent 
boundary breaking is qualified by KHUUHDFWLRQIDLQWLQJLQWR/DZUHQFH¶V arms and 
asking tearfully for IRUJLYHQHVV ZKLOVW UHFRJQLVLQJ WKDW VKH FDQ µQHYHU UHVSHFW
>KHUVHOI@DJDLQ¶336 She quickly reverts to a childlike state: µDWILUVWVKHFOXQJWRPH
                                                 
335Ibid., 305. 
336(1HVELWµ7KH+DXQWHG,QKHULWDQFH¶LQMan and Maid (London: T. Fisher Unwin, 1906), p. 29. 
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as a frightened child clings, and her tears were the prettiest, saddest things to 
VHH¶337 LawrencH¶V DIIHFWLRQ stems from her childish ± and by extension pure ± 
actions. He then suggests that they renovate the house together. Once it is 
restored, Lawrence proposes to hiVµSLWHRXV¶FRXVLQ DQGFRQFOXGHVWKDWµRXUKRXVH
LWLV¶338 There is an element of equality here ± both wanted the house, worked on 
it and have now come together in a marriage that, it is implied, will also be a 
product of two minds, rather than patriarchal ownership. Although this idea is 
qualified by the knowledge that it comes from LawrHQFH¶VSHUVSHFWLYH± we hear 
nothing of the marriage and his idea of equality is not revealed to us ± 6HOZ\Q¶V
characterisation is a mix of dependent angel and a woman with her own mind and 
PRWLYDWLRQVDQHOHPHQWWKDW6\OYD¶VZRUNVKDUHV 
0DQ\RI6\OYD¶V women, including Frosi, Augusta, Sanda and Anna, draw 
obvious parallels with those of Nesbit in terms of a blending of stereotypically 
traditional and progressive qualities, and cRPSDULVRQVDUHQRWOLPLWHGWR1HVELW¶V
JKRVW VWRULHV µ&RDOV RI )LUH¶ LV D story focalised through an unnamed mother, 
who lives on a barge with her husband Tom and their daughter Mary, who 
becomes engaged to a young blacksmith, named Bill. He abandons her at the altar 
but sensationally ± and much like Temorah in Edleen Vaughan ± Mary is 
SUHJQDQW KDYLQJ VXFFXPEHG WR µZLFNHGQHVV¶ WKH QLJKt before the wedding, 
thinking WKHUHZDVQRµKDUPLQ LWDQGXVEHLQJVRQHDUO\PDQDQGZLIH¶339 The 
family bands together, but Mary refuses to show her face among society. Bill 
returns one night, seeking shelter from pursuant soldiers, but when he speaks to 
0DU\ DQG RIIHUV WR PDUU\ KHU VKH UHPDLQV DORRI VWDQGLQJ µOLNH D 4XHHQ¶ DQG
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338Ibid., p. 31. 
339(1HVELWµ&RDOVRI)LUH¶LQIn Homespun, p. 69.  
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rejecting his advances.340 'HVSLWHKHUPRWKHU¶VVXJJHVWLRQWKDWKHPDNHDQµKRQHVW
womDQ¶RIKHU0DU\VWDQGVILUPµ³,¶PDVKRQHVWDV,ZDQWWREH´VD\VVKH³and 
WKHFKLOGLVDOOP\RZQQRZ´¶341 
This clear avowal of independence ± and recognition of child custody laws 
which, if they had been married, might have resulted in the loss of the child ± is 
nevertheless counteracted by the grey area that clouds the end of the story. When 
Bill is found dying ± RI µZHDNQHVV¶ caused by typhoid ± he proposes again.342 
Without a word of admonishment, she accepts. This comes at a point when Bill 
KDV DGPLWWHG WKDW KHZDQWV WR EH µPDGH DQ KRQHVWPDQ RI¶ DQG WKH GRFWRU KDV
stated that in marrying Bill, Mary has saved his life.343 There is thus an element of 
female strength, albeit tempered by the increasingly worn-out cliché of female 
power tied to nurture and care ± as Sylva had indicated thrRXJK$XJXVWDLQµ$3HQ
DQG ,QN &RQIHVVLRQ¶ ZKR HYHQWXDOO\ UXQV WKH KRXVHKROG EXW only because her 
husband is incapable of doing so. /LNH 6\OYD¶V IHPDOH KHURLQHV, who undergo 
physical and emotional transformations in order to be rewarded, the once cold 
quHHQ LQ 1HVELW¶V VWRU\ KDV IXQGDPHQWDOO\ DOWHUHG0DU\ LV µFU\LQ¶ DOO RYHU µHU
IDFHDQGNLVVLQ¶ ¶LP¶ DV VKHDGPLWV WKDW VKH ORYHGKLPDOODORQJ344 Both Sylva 
and Nesbit resist a more progressive ending ± in this instance, Augusta or Mary 
raising their children alone ± and return to the ideal family unit. The vices of the 
male characters have miraculously abated through the love of a good woman and 
IRU1HVELW0DU\¶VDQJHULVORQJVLQFHSDVVHG 
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This oscillation between traditional and progressive conforms to Valerie 
6DQGHUV¶V DUJXPHQW FRQFHUQLQJ WKH FKDQJHDEOH QDWXUH RI DQWL-feminist writing. 
Sanders notes that it was µRIWHQGLIILFXOWIRUDZRPDQWRGHFLGHZKHUHVKHVWRRGLQ
PDQ\GHEDWHVDERXWZRPHQ¶VULJKWV>@,QQRYHOLVWVDVRSSRVHGWRSXUHWKHRULVWV 
the interplay of ideas is more unstable, exposed by ambiguous characterisation 
and dialogue, uncertain endings, and an undertow of dissent from the apparent 
ideological direction of the work as a whole, opening up deep fissures of self-
FRQWUDGLFWLRQ¶345 As I noted in the introduction, 6\OYD¶VZRUN GRHV QRW HQWLUHO\
conform to an anti-feminist genre. If anti-feminist texts possess didactic elements, 
WKHQ6\OYD¶VGHVFULSWLRQV of extreme sexual and physical violence against women, 
as well as women who commit suicide rather than conform (Yutta and Florica, for 
example), do not easily adhere to this necessary level of propriety. However, 
Sylva GRHVGUDZSDUDOOHOVZLWK6DQGHUV¶VGHILQLWLRQLQWHUPVRIWKHDPELJXLW\DQG
unstable ideas that she depicts. Similarly, APHOLD$5XWOHGJHQRWHVWKDW1HVELW¶V
work was rendered non-FRQWURYHUVLDO E\ WKHVH VWUDWHJLHV RI µGLVSODFHPHQW DQG
distancing with regard to feminist issues, whether by adoption of the fantastic 
mode [...] or by substituting for polemic the compensatory fantasy characteristics 
RISRSXODUURPDQFH¶346 ,QWKLVLQVWDQFHWKHµIDQWDV\FKDUDFWHULVWLFV¶LQµ&RDOVRI
)LUH¶ DUH %LOO¶V VXUYLYDO his fundamental change of heart DQG 0DU\¶V ZLOOLQJ
acceptance of him ± elements that conform to conventionVRIµSRSXODUURPDQFH¶
and that Sylva has also woven into her stories in order to achieve a positive 
RXWFRPH:HPLJKW IRU H[DPSOH TXHVWLRQ WKH UHDOLVP RI µ6KDGHG &DQYDVVHV¶
Matthes not only survives being shot in the face, but he can still speak to and see 
                                                 
345Valerie Sanders, (YH¶V5HQHJDGHV pp. 1-2. 
346$PHOLD$5XWOHGJHµ(1HVELWDQGWKHZRPDQTXHVWLRQ¶LQVictorian Women Writers and the 
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his wife. Similarly, his horrific injury does not prevent him from hurting Frosi, or 
later, conceiving children with her. Although physically disfigured, Reinhold in 
µ$3HQDQG,QN&RQIHVVLRQ¶ can also have a relatively normal life.  
However, the displacement of realit\LVQRWZLWKRXWLWVEHQHILWV5XWOHGJH¶V
argument concludes by recognising WKDW1HVELW¶V QDUUDWLYH VWUDWHJLHV UHVXOWHG LQ
her adult fiction receiving limited critical attention, but that she is a figure who 
SURYLGHV D µYDOXDEOHPLGGOH WHUP EHWZHHQ HTXDOO\ adamant feminists and anti-
IHPLQLVWV¶± a middle ground that Sylva also occupies.347 Neither writer is sitting 
on the proverbial fence, hence their frequent depictions of vice, violence and 
mistakes made on both sides, but they do not place the same degree of emphasis 
on female independence as other women writers. Their work is instead a 
combination of traditional ideas coexisting with progressive ones. It is not an 
overt protest, or a clear affirmation of traditional ideas, but a push-and-pull 
narrative that seeks to balance both.  
7KLV LV PRVW FOHDUO\ VHHQ LQ 1HVELW¶V µ7KH 8QIDLWKIXO /RYHU¶ ZKLFK
describes the breakdown of a relationship after the unnamed male protagonist 
FRQIHVVHV WRNLVVLQJDQRWKHUZRPDQDWDGDQFH ,W OLQNV WR6\OYD¶VGHSLFWLRQVRI
miscRPPXQLFDWLRQLQµ5HG/HDYHV¶µ1LQH'D\V¶DQGµ6KDGHG&DQYDVVHV¶5DWKHU
WKDQVD\LQJZKDWVKHUHDOO\IHHOVWKHZRPDQUHVSRQGVK\VWHULFDOO\WRKHUORYHU¶V
confession, dubbing him a betrayer and a heartbreaker. This stems from her 
µOLWHUDU\VHQVH¶± ideas she read in books and believes should be replicated in real 
life ± IRUµZKDWRSLQLRQZRXOGKHIRUPRIWKHSXULW\RIKHUPLQGWKHLQQRFHQFHRI
KHUVRXO LIDQ LQFLGHQWOLNH WKLV IDLOHG WRVKRFNKHUGHHSO\"¶348 She believes that 
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she can only be seen as pure and innocent by going against her own nature, which 
XUJHV KHU WR IRUJLYH KLP )RU1HVELW µOLWHUDU\ VHQVH¶means a lack of common 
sense, but this accusation is not levelled at the female characters alone. Her lover 
leaves angrily ± without paying for their tea and cake ± and, although he loved her 
DQGZDQWHGWRPDNHDPHQGVµKHDOVRKDGZKDWVKHQHYHUVXVSHFted in him ± the 
literary sense.¶349 This leads him to join the army.  
/LNH 6\OYD¶V SDLULQJV RI )URVL DQG 0DWWKHV DQG $QQD DQG /RXLV WKH
couple misunderstand each other. Their pride results in their unhappiness. In 
6RXWK$IULFD1HVELW¶V XQQDPHG ORYHU GLHV RI HQWHULFZLWKRXW VHHLQJ DQ\ RI WKH
fighting he believes would allow him to return home as a hero. Destiny, as the 
VWRU\¶V VDUGRQLFQDUUDWRUFRQFOXGHV µLVDOPRVWZLWKRXW WKHOLWHUDU\VHQVH¶350 The 
girl, however, complLHVZLWKKHU µOLWHUDU\¶EHOLHIV and never takes another lover. 
$VLQ6\OYD¶V µ5HG/HDYHV,¶ OLYHVDUH UXLQHGDVD UHVXOWRIDGKHUHQFHWRVRFLDO ± 
DQG LQ1HVELW¶V FDVH OLWHUDU\ ± expectations. 1HVELW¶V VWRULHV WDNH DPRUH WUDJLF
turn than PRVW RI 6\OYD¶V:ith the exception of Yutta, Sylva often allows her 
redeemable couples to change and reconcile. Nevertheless, Nesbit and Sylva 
present the degree to which flaws are found in men and women, as well as the 
repercussions for those who have ingested the flawed belief system of their 
societies. In acting out a prescribed role, these people destroy themselves. 
$VZDVGLVFXVVHGLQWKHSUHYLRXVFKDSWHUWKHUHFRYHU\RI6\OYD¶VRHXYUH
and a detailed discussion of her work expand our knowledge of nineteenth-
century debates and their complexity. Considering Sylva in the context of her 
more successful ± yet also partially marginalised ± contemporary allows a dual 
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recuperation to occur: 1HVELW¶V VKRUW ILFWLRn is shown to possess the same grey 
DUHDVDQGELQDU\EOXUULQJDV6\OYD¶VOHDGLQJWRWKHDUJXPHQWWKDWERWKZRPHQ¶V
collections faded from critical interest as a result of this unrecognised ambiguity. 
This short fiction, already seen as of less literary value than other genres, resists 
conventional categorisation and thus does not receive critical consideration. By 
making comparisons between their stories, this hitherto underestimated detail can 
be reconsidered.  
 
These case studies have shown the benefits of reassessing a marginalised 
ZULWHU 7KH\ KDYH SRVLWLRQHG 6\OYD¶VZRUN LQ WKH FRQWH[W RI QLQHWHHQWK-century 
British culture and its engagement with the dangerous µforeign other,¶ as well as 
with more familiar landscapes, such as Wales. Links between Hemans and Nesbit 
in particular, both of whom were, to a certain extent, marginalised by critics 
during their lifetimes and posthumously, allows 6\OYD¶Vrecuperation to benefit a 
wider literary community, one that seeks a more encompassing knowledge of the 
period and its writers. Comparisons with these three writers have also indicated 
the SRWHQWLDOUHDVRQVIRU6\OYD¶V literary obscurity, in terms of her reception as a 
female author and engagement with cultural debates.  
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Chapter Six. &DUPHQ6\OYD¶VOLWerary legacy. 
 
µ,I \RX DUH WR EH JUHDW \RXU SHUVRQ PXVW
GLVDSSHDUEHKLQG\RXUZRUN¶ 
-  Carmen Sylva, Thoughts of A Queen 
 
So wrote Carmen Sylva in Thoughts of A Queen. It is unclear whether this 
was a self-conscious comment, especially since a number of her volumes drew 
attention to her status, including the one above. Yet the aphorism serves as a self-
fulfilling prophecy: Sylva GLGQRWDFKLHYHOLWHUDU\µJUHDWQHVV¶EHFDXVHLQSDUWRI 
her status. She was never taken entirely seriously as a professional writer within 
British literary culture and her reputation was always qualified with references to 
her high-status lifestyle. Sylva was known as a queen who writes, not as a writer ± 
a poet-queen, not a poet. Her pen name became obsolete because publishers, 
advertisers, critics and journalists consistently focused on her personal life. As a 
result, critical discussions of her work occurred alongside mythologising 
descriptions of her background. These exaggerated accounts were developed 
further by numerous biographies and this bias, coupled with her involvement in 
social scandals, such as the Ferdinand-Vacaresco affair, meant that Sylva was 
unable to escape the reputation that preceded her. 
Connected to this emphasis on her background are broader British 
attitudes to Romania, and particularly to Germany, both of which have also 
exerted a negative force on her literary reputation. As shown in Chapter Three, 
there was a British interest in the East, but it was tinged with imperialist rhetoric, 
designed to elevate western superiority and portray Romania as exotic, but 
technologically backwards and dangerous. Anglo-German relations had become 
increasingly tense towards the end of the nineteenth century, due to a combination 
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of commercial and political rivalries. 351  Although there were pro-German 
supporters ± and Sylva herself was made a member of the Royal Society of 
Literature shortly before the outbreak of war ± the Great War stimulated a rise in 
anti-German feeling in Britain and cannot be overestimated as a reason for 
6\OYD¶V HYHQWXDOmarginalisation. As German associations and businesses were 
forcibly closed down and anti-German rioting occurred in the major cities, it is 
unsurprising that British publications chose to avoid reporting on German writers 
and their literary activity. Sylva died two years into the war, in the midst of this 
backlash and these circumstances, coupled with the tensions within her own 
identity ± where she was recognised as more of a queen than an author ± seem to 
have made her writing less appealing to the British public.  
Another layer to this marginalisation stemmed from the prevailing 
attitudes towards ZRPHQ¶VZULWLQJ7KH%ULWLVKSUHRFFXSDWLRQZLWK6\OYD¶VVtatus 
and the suggestion that she should focus on her royal duties, rather than her 
writing, has been discussed in Chapter Three. These attitudes reflect the status of 
woPHQ¶V ZULWLQJ LQ WKH SHULRG DQG LQ SDUWLFXODU the disparaging of the 
SURIHVVLRQDO ZRPDQ ZULWHU ,QFDSDEOH RI SURGXFLQJ µJUHDW¶ ZRUN PDQ\ FULWLFV
called for their retXUQ WR WKH GRPHVWLF VSKHUH 6\OYD¶VZULWLQJ KDELWV WKHQ LQ D
climate that did not appreciate the prolific woman writer, contributed to her 
marginalisation. I have argued that her personal popularity caused her work to be 
viewed negatively and there is an added level of complexity here: her status does 
QRWPDNH KHU D µVHULRXV¶ZULWHU and the fact that her work became popular as a 
result of an interested public buying and reading it is not an acceptable quality 
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either. Popularity in any form was due to conforming to the masses, not creating 
art. Sylva produced a diverse range of material and was perceived to lack the 
UHVWUDLQWQHHGHG WREH µOLWHUDU\¶7KLV attitude spread to the content of the work, 
which for some reviewers was unsuitable for almost every audience. Debates 
about the inappropriate content and the intended audience extended to her 
HQJDJHPHQWZLWKWKHµ:RPDQ4XHVWLRQ¶ZKLFKGXHWRLWVEOXUULQJRIWUDGLWLRQDO
gender norms, was difficult to categorise. Coupled with the elitist attitude to short 
stories that developed with the advent of Modernism, this prejudice meant that her 
writing was not recognised as of literary significance.  
 Yet, as I have argued throughout this thesis, there was, and is, a place for 
Carmen Sylva in British literary culture. This thesis has established her 
connections to Britain, both in terms of visits she made as well as her literary 
presence in British periodicals. It has argued that her contribution to the short 
story genUHDQGHQJDJHPHQWZLWKWKHµ:RPDQ4XHVWLRQ¶ provides deeper insight 
into the ambiguous nature of the debate and that through reassessing Sylva, it is 
possible to achieve a more comprehensive understanding of other nineteenth-
century writers and their works. Her oeuvre, particularly with regard to her short 
fiction, is part of the complex representation of gender roles in fin de siècle 
Britain and on an international scale: the controversial and at times ambiguous 
discussions about the role of women were not limited to Britain. There were not 
universally accepted responses to the issue ± DVWKHERRPHUDQJQDWXUHRI6\OYD¶V
own work indicates ± but they were diverse. Investigating responses to gender 
debates in the nineteenth century would be an area that future work could explore 
in more depth. Anglo-German women writers, who, as I noted in Chapter One, 
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have received less critical attention than their male counterparts, would form one 
aspect of this discussion ± in terms of their presence in British literary culture as 
well as their engagement with topical issues. However, there remain a number of 
British women writers who should also be considered in this respect. The work of 
Rhoda Broughton could be reappraised DQG ( 1HVELW¶V VKRUW ILFWLRQ FRXOG EH
reconsidered as part of the development of the short story genre, as well as for its 
oscillating depictions of ZRPHQ¶VUROHV 
5HFXSHUDWLQJ6\OYD¶VZRUN enables modern critics to continue to examine 
definitions of literary value. Popular writing has often been overlooked and 
devalued, despite the insights it provides into the reading habits of the Victorian 
public. This is especially true of the short story and its evolution into a genre that 
is now praised for its formal complexity. Yet for Sylva, it was a way to not only 
generate financial profits, but to take advantage of the popularity of periodical 
culture. Her work therefore offers, in cultural terms, a broader understanding of 
the fin-de-siècle, indicative of the interests of the Victorian reader and the high 
demand for short fiction. This argument can be extended to encompass the literary 
traditions Sylva was working within, especially though her comparison with other 
nineteenth-century writers such as Bram Stoker and Felicia Hemans. The work 
she produced for the Welsh Eisteddfod and her engagement with Welsh culture in 
Edleen Vaughan is evidence of Sylva adhering to a tradition that elevated the 
poet-bard and emphasised the magic of music. With regard to the depiction of 
Romania, her work provides a cultural link that has hitherto remained 
unrecognised. SylvD¶VVWRULHVIHDWXUHDVSHFWVRIZHVWHUQHQJDJHPHQWZLWKWKH(DVW
that writers like Stoker would also utilise.  
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In short, this thesis proposes that Carmen Sylva has a place in nineteenth-
century literary history, in terms of the genres she contributed to and the thematic 
concerns she engaged with. Recuperating her oeuvre into critical consciousness 
will improve our understanding of various strands of nineteenth-century literary 
culture and it will also allow a new generation of readers to enjoy a diverse range 
of fiction by a prolific and popular writer. 
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Appendix One. Carmen Sylva and Llandudno 
 
The appendix contains photographs taken in Llandudno, as evidence of 
6\OYD¶VSK\VLFDOSUHVHQFHAlso included is a map of Llandudno, specifically the 
Craig-y-Don suburb, and the email received from a curator at the Llandudno 
archives.  
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                                            Fig. 1. Photograph taken by author, Llandudno, May 2011. 
 
 
 
Fig. 2. Photograph taken by author, Llandudno, May 2011. 
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Fig. 3. Photograph taken by author, Llandudno, May 2011. 
 
Fig.4. Photograph taken by author, Llandudno, May 2011. 
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 Fig. 5. Photograph taken by author, Llandudno, May 2011. 
 
 
Fig. 6. Photograph taken by author, Llandudno, May 2011. 
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Fig. 7. Map of the Craig-y-Don area. Taken from Google Maps 
<http://maps.google.co.uk/> (accessed 25 August 2011). 
 
 
Fig. 8. Email sent to the Llandudno archives (the name of the archivist has been made 
anonymous):  
 
RE: Road names in Llandudno.  
Susan E² [Susan.E²@conwy.gov.uk] on behalf of archives 
[Archifau.Archives@conwy.gov.uk]  
Sent: 03 August 2011 12:30  
To:  /DXUD1L[RQ>DH[OQ#QRWWLQJKDPDFXN@  
Dear Ms Nixon 
Thank you for your enquiry about Llandudno street names.  
The Queen of Romania's visit to Llandudno was in 1890 and, as far as I can tell 
from various building plans, the group of streets named after her that you 
mention, were constructed from soon after that (1897 is the earliest I've found in 
our collection) and were still being built / extended in the 1930s. 
I hope that this is of help. 
With best wishes, 
Susan E². 
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Appendix Two. &DUPHQ6\OYD¶V literary presence 
 
This appendix contains information relating to data from British 
Periodicals Online. This database has been chosen to indicate how 6\OYD¶V
literary presence can be tracked and analysed. 
Included below is a more complex table than that presented in Chapter 
Two. Results have been broken down by decade in order to illustrate the peaks 
and troughs in British interest. Footnotes have been included to explain certain 
categories.  
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2.1  British Periodicals Online results in more detail. 
Decade 1780-1879 1880-1889 1890-1899 1900-1909 1910-1919 1920-1929 1930+ Total 
Type of article         
Advertising (buy and 
sell).1 
0 0 1 0 0 0 0 1 
Advertising (primary 
text). 
0 21 39 28 6 0 0 94 
Advertising 
(secondary literature). 
0 4 17 0 2 0 0 23 
Article on or that 
mentions Sylva. 
0 3 31 20 11 0 0 65 
Article on/ by Sylva.2 0 0 0 6 0 0 0 6 
Brief reference 
(society context).3 
0 11 66 25 5 2 0 109 
Contents page 
reference. 
0 3 28 22 7 0 0 60 
False positive. 29 15 8 11 0 2 0 65 
False positive and 
reference to primary 
text. 
0 0 0 1 0 0 0 1 
Image. 0 0 3 0 0 0 0 3 
Music.4 0 13 11 14 0 2 1 41 
                                                 
1This was an advert placed in Bow Bells RQ$SULOE\$/RZU\RI/RQGRQOLVWLQJXQZDQWHGERRNVLQWKHµ6DOHDQG([FKDQJH&ROXPQ¶,WUHIHUHQFHVDVKRUW
VWRU\FROOHFWLRQHQWLWOHGµ&KULVWPDV1XPEHU7DOHV¶DQGOLVWV6\OYDDVDFRQWULEXWRUDORQJVLGHWKHMRXUQDOLVWDQGQRYHOLVW* R. Sims (1847-1922) and the novelist and 
spiritualist, Florence Marryat (1833-1899). I have not been able to discover more information on this volume. 
2These articles were written between April 1905 and November 1909 and published in the Review of Reviews (the exception is one article published in May 1905 in the 
Musical Herald). These articles reference and quote from non-fictional articles by Sylva, which had been previously published in other periodicals. 
3References to Sylva in the context of her immediate family, other members of European royalty, or writers who knew her.  
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Not available.5 0 0 2 0 0 0 0 2 
Obituary. 0 0 0 0 3 0 0 3 
Primary text. 0 3 6 4 2 0 0 15 
Reference to play.6 0 0 2 0 0 0 0 2 
Reference and 
primary text.7 
0 0 2 0 0 0 0 2 
Reference to primary 
text. 
0 19 57 43 13 0 0 132 
Reference to 
secondary literature. 
0 5 6 6 9 0 0 26 
Reference to 
secondary literature 
and primary text. 
0 0 1 0 0 0 0 1 
Review (primary text) 
(positive). 
0 7 9 5 1 0 0 22 
Review (primary text) 
(negative). 
0 5 2 1 2 0 0 10 
Review (primary text) 
(positive and 
negative). 
0 3 12 5 1 0 0 21 
Review (primary text 
and secondary 
literature) (positive 
and negative). 
0 0 1 0 0 0 0 1 
                                                                                                                                                                                                                                 
4
 References to Sylva in the context of her work being set to music or performed at concerts.  
5Results that are currently unavailable on British Periodicals Online due to technical difficulties or copyright restrictions. 
6References to plays written by Sylva, including Meister Manole. 
7References to the poem Sylva recited at the 1890 Eisteddfod.  
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Review (secondary 
literature) (positive). 
0 4 2 2 1 1 0 10 
Review (secondary 
literature) (negative). 
0 0 6 1 0 0 0 7 
Review (secondary 
literature) (positive & 
negative). 
0 0 4 1 1 1 0 7 
TOTAL 29 116 316 195 64 8 1 729 
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Appendix Three. Textual variants. 
 
This appendix contains images of the short stories published in the British 
periodical press and images of the versions published in book form. As the 
versions in book-form are longer in length, selected images have been included. 
 
1. Fig. 1. First SDJHRIµ7KH3HDNRI/RQJLQJ¶Good Words, 1891. 
2. Fig. 2. First pagHRIµ9LUIXOFX'RU¶WUDQV by Alma Strettell, in Legends 
from River and Mountain (London: George Allen, 1896). 
3. Fig. 3. FirsWSDJHRIµ7KH:LWFK¶V&DVWOH¶trans. by Mrs Angus Hall, 
English Illustrated Magazine, 1894. 
4. Fig. 4. First paJHRIµ7KH:LWFK¶V6WURQJKROG¶trans. by Alma Strettell, in 
Legends from River and Mountain. 
5. Fig. 4.1. Second paJHRIµ7KH:LWFK¶V6WURQJKROG¶trans. by Alma 
Strettell, in Legends from River and Mountain. 
6. Fig. 5. µ7KH6WRU\RI9HQJDQFH¶London Journal, 1911. 
7. Fig. 6. First SDJHRIµ$ 5RXPDQLDQ9HQGHWWD¶trans. Edith Hopkirk, in A 
Roumanian Vendetta and Other Stories (London: R.A. Everett & Co., 
1903). 
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Fig. 1. µ7KH3HDNRI/RQJLQJ¶ Good Words, 1891. 
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  Fig. 2. µ9LUIXO&X'RU¶trans. by Alma Strettell, in Legends from River and Mountain 
(London: George Allen, 1896). 
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Fig. 3. µ7KH:LWFK¶V&DVWOH¶trans. by Mrs Angus Hall, English Illustrated Magazine, 
1894. 
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Fig. 4. µ7KH:LWFK¶V6WURQJKROG¶trans. by Alma Strettell, in Legends from River and 
Mountain (1896). 
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Fig. 4.1. µ7KH:LWFK¶V6WURQJKROG,¶FRQWinued.  
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Fig. 5. µ$6WRU\RI9HQJHDQFH,¶London Journal, 1911. 
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Fig.6. µ$5RXPDQLDQ9HQGHWWD¶trans. by Edith Hopkirk in A Roumanian Vendetta and 
Other Stories (London: R.A. Everett & Co., 1903). 
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Appendix Four. 3ORWVXPPDULHVRI6\OYD¶VVKRUWVtories 
 
This appendix contains plot summaries for the short stories that have been 
discussed in this thesis; that of Edleen Vaughan is also included.  
 
1. µ$/RYH7UDJHG\¶WUDQV by Robin Napier, Temple Bar, 1882.  
2. µ3XLX¶trans. by Helen Zimmern, London Society, 1884. 
3. µ1LQH'D\V¶Belgravia, 1889. 
4. Edleen Vaughan (London: F.V. White & Co., 1892).  
5. µ9UDQFLD¶7KH/DG\¶V5HDOP, November 1897 ± April 1898. 
6. 6KDGRZVRQ/RYH¶V'LDO, trans. by Helen by Wolff (London: Downey & 
Co.; Henry Bumpus, 1895; 1905).  
a. µ$6WUD\/HDI¶ 
b. µ6KDGHG&DQYDVVHV¶ 
c. µ7KH5RGWKDW6SRLOVWKH&KLOG¶ 
d. µ$3HQDQG,QN&RQIHVVLRQ¶ 
e. µ5HG/HDYHV¶ 
f. µ$%URNHQ6WDWXH¶ 
7. Legends from River and Mountain, trans. by Alma Strettell (London: 
George Allen, 1896). 
a. µ7KH-LSL¶ 
b. µ9ۺUIXO&X'RU¶ 
c. µ7KH:LWFK¶V6WURQJKROG¶ 
8. $5HDO4XHHQ¶V)DLU\%RRN (London: George Newnes Ltd., 1901). 
a. µ&DUPDWKH+DUS-*LUO¶ 
b. µ7KH6WRU\RID+HOSIXO4XHHQ¶ 
9. A Roumanian Vendetta, trans. by Edith Hopkirk (London: R.A. Everett & 
Co., 1903). 
a. µ$5RXPDQLDQ9HQGHWWD¶ 
b. µ7ZR:DLIVIURPWKH7D\JHWRV¶ 
c. µ1HDJD¶ 
d. µ7KH*LSV\¶V/RYH6WRU\¶ 
e. µ7KH&ULSSOH¶ 
f.  µ$)XQHUDOLQWKH&DUSDWKLDQV¶ 
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1. µ$/RYH7UDJHG\¶ 
This is the coming-of-age story of three children ± siblings Ralph and 
Bertha, and their friend Edith. Even as children, Ralph and Edith wish to marry, 
but know it is impossible ± 5DOSK DQG %HUWKD¶V JUDQGPRWKHU KDV GHFUHHG WKDW
Ralph must enter the priesthood. Bertha, however, feels too wild for a religious 
life. She falls in love with Tassio, a merchant in search of a rich wife, but he soon 
becomes interested in Edith. Bertha is jealous, blaming her grandmother for not 
correcting her faults as a child. Meanwhile, Ralph takes his holy orders. He 
confesses his love for Edith, but will not relinquish his duty to God. Edith vows to 
become a nun but her mother will not allow it. Bertha accuses Edith of stealing 
7DVVLOR¶V DIIHFWLRQV DQG Dlthough she does not love him, Edith admits that she 
would not dare to refuse his proposal. Unbeknown to both women, Tassilo 
overhears their conversation and eventually proposes to Edith. Bertha vows 
revenge. The wedding draws nearer and Edith is warned by a mysterious woman 
not to accept anything from a priest. On the day of the wedding ± which Ralph is 
officiating ± he hands Edith a ceremonial wafer. She eats it and dies almost 
immediately. Bertha, in fear for her life, admits to her brother that she murdered 
Edith ± poisoning the wafer with the help of a witch. Ralph cannot forgive her and 
Bertha leaves to join a nunnery. She eventually dies there. Ralph also leaves to 
become a missionary. 
 
2. µ3XLX¶ 
This is an allegorical story about the formation of Romania. The story 
GHVFULEHV0RWKHU (DUWK¶V FUHDWLRQ RI WKH ZRUOG JLYLQJ ODQG WR KHU children to 
cultivate. Her children have different languages and do not understand each other, 
resulting in wars. The land Puiu receives arouses the jealousy of her siblings. 
They mistreat her, stealing her crops and warring on her land, which lies between 
theirs (a subtle reference to the Russo-Turkish War). Eventually, the brothers 
imprison her. Mother Earth helps Puiu to free herself. Once she has sawn free of 
her chains, she watches her brothers fight and waits IRU KHU PRWKHU¶V VLJQDO
Hearing her voice, she casts off her chains and throws a rock at one of her 
brothers, breaking his limbs. Her brothers are surprised, but are resolved to break 
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her spirit, again forcing her to do their bidding. Once her work is done she runs 
weeping through the forest, berating Mother Earth for filling her with desires, but 
without the physical ability to achieve them. Her mother reminds Puiu that she has 
been protecting her until now and Puiu is eventually content. 
 
3. µ1LQH'D\V¶ 
Whilst walking with a friend through the streets of Bucharest, Anna is 
bitten by a dog. Her husband Louis ± a doctor ± appears and pushes the dog away, 
but is also injured. Anna instantly recalls a newspaper article about rabid dogs in 
Romania. At home, Anna looks up her symptoms and deduces that she has nine 
days left to live. She begins to question the way she has lived her life, and 
resolves to kill her son, feeling that his life will be too difficult without his 
parents. She also reveals that she and Louis have a marriage of convenience. Both 
have had numerous affairs. Ironically, the impending death brings them closer 
together and they decide to leave Bucharest. They travel to Vienna, where Louis 
tells Anna that the dog might not be infected: it was captured but not killed so that 
tests could be conducted. They receive a telegram to that effect, but /RXLV¶V
behaviour ± constantly tired and feverish ± hints that this is untrue. Anna too, feels 
a sudden pain and realises she is dying. She resolves to be brave and will not 
murder her son. She now understands the importance of life. 
 
4. Edleen Vaughan: or Paths of Peril (1891/1892): 
The novel follows the trials and tribulations of the Vaughan family: 
(GOHHQKHUVRQ7RPDQGKHUKXVEDQG+DUU\ZKRLV7RP¶VVWHSIDWKHU7KHUHDUH
also a number of subplots, including the local vicar, Gwynne, and his family. 
*Z\QQH¶VKDSS\IDPLO\LVWRUQDSDUWE\ WKHGHDWKRIKLVGDXJKWHU8QD*\ZQQH
himself dies soon after. Edleen Vaughan has an unhappy marriage, but this stems 
IURP7RP¶VEHKDYLRXUDQGWKHVWUDLQWKDWLWKDVSXWRQKHUUHODWLRQVKLSZLWK+DUU\
He tries to be firm with his wife for her own sake, but she views this as cruelty. 
Tom constantly asks Edleen for money, which she gives him, even going so far as 
to pawn her jewellery and replace the majority of it with stones made of paste. 
Tom also steals from his mother and his two half-sisters, Winnie and Minnie. His 
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drinking and gambling result in debts that he expects his mother to pay. He also 
flirts shamelessly with his cousin Kathleen, who is governess to the young girls.  
One day, Kathleen catches Tom talking with Temorah, a local girl who is 
also in love with him. He persuades Temorah to let him stay the night, in a 
passage rife with sexual connotations. Kathleen vows revenge and vandalises the 
JUDYH RI 7HPRUDK¶V PRWKHU 7RP ODWHU UHEXIIV 7HPRUDK who feels guilty for 
having succumbed WR7RP¶VFKDUPV6KHLVVRRWKHGE\WKHEDUG/OHZHOO\Qwho 
had a very similar relationship with a woman named Ulla, who is now an evil 
ZLWFK 8OOD¶V PRQVWURVLW\ stems from her relationship with Llewellyn: she 
conceived a child out of wedlock and drowned it in the river. Temorah also gives 
birth to a baby. She pretends to have adopted her son, so as to avoid being 
shunned by society. She is tempted by Ulla, but resists her. She does, however, 
attack Kathleen for vandalising the grave. As a result, Kathleen again seeks 
revenge. She obtains two spells from Ulla ± one to destroy Temorah and one to 
entice Tom. .DWKOHHQ WKHQ KHDGV WR 7HPRUDK¶V FRWWDJH 6KH VHHV WKH FKLOG DQG
distracts him by lighting matches but when she hears someone coming, she throws 
them GRZQDQGIOHHV$EXUQLQJPDWFKIDOOVRQWR7HPRUDK¶VEHGDQGWKHHQVXLQJ
ILUH NLOOV WKH EDE\ 7HPRUDK JRHV PDG ZLWK JULHI .DWKOHHQ¶V JXLOW OHDGV WR D
confrontation with Tom but, when she will not confess, he sexually assaults her. 
After the incident, Kathleen attempts to kill herself, but is saved by Llewellyn.  
)RUKLVUROHLQUXLQLQJ.DWKOHHQDQG7HPRUDK¶VOLYHV7om is thrown out of 
the village. He joins DJDQJRIKRXVHEUHDNHUVIRUJLQJFKHTXHVLQKLVVWHSIDWKHU¶V
name and begging his ailing mother for money. His crimes are eventually 
uncovered and he is arrested. He is later sentenced to penal servitude for life, 
despite efforts to save him. Edleen dies soon after. Her widower, Harry Vaughan, 
now proposes a marriage of convenience to Kathleen, who accepts. However, she 
still tries to seduce the Gwynnes¶ son, Morgan, who had once cared for her but is 
QRZHQJDJHGWR:LQQLH.DWKOHHQ¶VSODQVDUHHYHQWXDOO\WKZDUWHGDQGVKHOHDYHV
Wales, never to return. The morally upstanding characters continue to live 
happily.  
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5. µ9UDQFLD¶ 
Stefan the Great, the Prince of Moldavia, has been beaten in battle and is now 
wandering through the Vrancia mountains, trying to avoid his enemies. 
Exhausted, he seeks shelter with an elderly woman. Unbeknown to him, she 
realises who he is and endeavours to help him, sending her seven sons in different 
directions to create a new army. When Stefan wakes, he sees what he initially 
believes to be a moving forest, but the elderly woman reveals this to be the new 
supporters, coming to help him. Revitalised, Stefan goes back into battle and is 
victorious. As a gift to the seven sons, he gives one of the Vrancia Mountains to 
each of them.  
 
6. 6KDGRZVRQ/RYH¶V'LDO (1895, 1905): 
a. µ$6WUD\/HDI¶ 
6LQFH KHU SDUHQWV¶ VHSDUDWion, Isa and her brother Wolfgang have lived 
with their father, but the young girl longs for her mother. When her father 
remarries and starts a new family, both children feel ignored and unloved. They 
leave the family home to live with their mother, who has also begun a new life. 
This situation is not ideal: both are bullied by their step-VLEOLQJVDQG,VD¶VEHDXW\
EHJLQV WRDWWUDFWKHUVWHSIDWKHU¶VDWWHQWLRQV5XPRXUVDERXQG WKDW:ROIJDQJDQG
Isa are illegitimate and when Wolfgang is sent to boarding school, Isa returns to 
the man she believes is her father, who unbeknown to her, is dying. After his 
death, Isa is offered a home with her elderly aunt and begins to attract attention in 
the town. She falls in love with Herr von Rense, but his family will not allow the 
match. Hardened by this, Isa attends a ball and overhears von Rense deciding to 
end his courtship, but to make her his mistress in later life. Appalled, Isa returns 
home and finds a letter from Wolfgang. In order to support him financially, she 
marries, but does not love her vice-ridden husband, who is often absent. On one of 
these occasions, Wolfgang visits. He has uncovered his illegitimacy and is 
determined to start a new life elsewhere. Isa refuses to leave because she does not 
want to be compared to KHUµUXLQHG¶PRWKHU7KHQVKHUHFHLYHVDOHWWHU that reveals 
her husband is a bigamist, with a wife and three children. Not wanting to be 
responsible for destroying a family, as her mother did, she joins her brother at sea. 
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b. µ6KDGHG&DQYDVVHV¶ 
Frosi and Matthes are the most attractive couple in their village and 
everyone rejoices when they marry. Their happiness only lasts a few months, 
however: on the day of a wedding, Frosi and Matthes argue. Later that evening, 
Matthes is brought home, badly injured. After being accidentally shot in the face, 
he is hideously disfigured. Frosi dutifully nurses him, but is disgusted by the 
thought of intimacy between them. Matthes is also dissatisfied with his condition, 
accusing his wife of having an affair with Berndt, the man who shot him. He is 
also physically violent towards her. Frosi contemplates suicide, but instead visits 
her local priest to ask him for a legal separation. The priest persuades her to 
remain with him for another month and visits Matthes in his home to advise him 
to be more patient and less jealous. The month passes and Frosi, now physically 
emaciated by her efforts, repeats her plea. Again, the priest asks her to try again. 
He also reveals that Berndt has left the village. Matthes now realises the extent to 
which he has mistreated his wife and his admission causes an epiphany in Frosi, 
whose love for her husband suddenly returns.  
 
c. µ7KH5RGWKDW6SRLOVWKH&KLOG¶ 
A six-year old girl named Heidi would rather play than learn. Prevented 
from being with the children outside her window, Heidi watches them instead of 
completing her homework. Unfortunately for Heidi, her apparent idleness is 
punished by her English governess. She is sent to her room and told that she must 
be ill. Confused and lying in bed, Heidi begins to question her actions, blaming 
the other children for distracting her. She feels the increasing influence of her 
FRQVFLHQFHZKLFKUHPLQGVKHURIDOOWKHOLWWOHµVLQV¶VKHKDVFRPPLWWHG)HYHULVK
she sees the wallpaper come to life and judge her. Eventually someone opens the 
door to her room and looks in, but Heidi pretends to be asleep. The somewhat 
ambiguous ending suggests that there was no need for Heidi to apologise for her 
behaviour.  
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d. µ$3HQDQG,QN&RQIHVVLRQ¶ 
The initially unnamed narrator receives a letter from an old friend, Sophie 
Lehn, who asks her to accommodate her son, who will shortly be visiting the 
QDUUDWRU¶VWRZQ6RSKLH¶VOHWWHUSURGXFHGIRUUHDGHUVLVLQWHUFXWE\WKHQDUUDWRU¶V
opinions. She drafts a reply, but her interjections continue, initially in parentheses, 
but also in more definite breaks, marked by a series of dots. At these points, 
Augusta (a name revealed only at the end of the story) provides further 
information for readers. She reveals a marriage that is far from ideal: her 
handsome husband is jealous and demanding, accusing Augusta of affairs whilst 
gambling away their money. He develops epilepsy and whilst caring for him, 
Augusta discovers she is pregnant.  
One day, Reinhold has three fits on a train and is helped by Augusta and a 
stranger. The couple invite him to dinner to show their gratitude. Reinhold 
initially refuses to speak to Herbert Krause and later, when they move into the 
drawing room, attacks him for looking at Augusta inappropriately. Herbert leaves, 
Reinhold beats Augusta and attempts to hang himself, believing she is being 
unfaithful to him. These delusions convince Augusta that he is mentally unstable 
and he is committed to an asylum. Upon his departure Augusta herself becomes ill 
and goes into labour. Her daughter Henny is born and Augusta later discovers that 
they have lost their home, but that the new owner will allow mother and daughter 
to stay. The new owner is Herbert. As Augusta recovers, she realises that her child 
is disabled. 6KH GHYHORSV IHHOLQJV WRZDUGV +HUEHUW EXW ZLOO QRW EH µIDLWKOHVV¶
ZKHQ WKHUH LVVWLOOKRSHRI5HLQKROG¶V UHFRYHU\6KHUHFHLYHVQHZVRIhis return 
and breaks her ties to Herbert. AuJXVWD¶V VDGQHVV DQGFRQIXVLRQDUH reduced by 
the fact that Henny finally stands for the first time and the story ends with the 
family reunited.  
 
e. µ5HG/HDYHV¶ 
A copper beech tree is personified to explain why his leaves are red and 
recounts the story of Yutta, who is marrying her cousin Almann, and Heinrich, a 
travelling folksinger. After a week of married life, Yutta becomes unhappy and 
returns to her family. There, she presents a poem that she wrote ± in German ± 
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which expresses her distaste for married life. Heinrich joins her and Allman at 
their castle and sings a song about her. When he leaves, Yutta contemplates her 
life ± she loves Heinrich, seeing her husband only in terms of brotherly affection. 
Yet she wants to resist her feelings, believing that she will not only have broken 
her marital vows, but that Almann will have Heinrich killed. A priest confirms her 
fears, telling her that she is impure. Suicidal, she rides along the banks of the river 
and stabs herself to death. Her blood mingles with the leaves of the copper beech, 
staining them forever. 
 
f. µ$%URNHQ6WDWXH¶ 
The story begins by depicting the beautiful countryside and an equally 
EHDXWLIXO JLUO 0DULQD GHVSLWH KHU µDIIHFWHG¶ VLQJLQJ DQG DSSHDUDQFH soon 
ensnares Arnold, an artist who wants her to model for him. Back in his studio, he 
destroys a statue of his fiancée, Lia. Marina becomes a regular sitter and Arnold 
soon becomes enamoured. Marina begins to spread rumours that Lia is being 
unfaithful. As a result, Arnold breaks off their engagement and Lia is heartbroken. 
She blames Marina for her death. Hubert, the man Lia was accused of having an 
affair with, eventually reveals himself: it was Marina he loved, not Lia, but 
Marina cast him aside because of his lack of wealth. Arnold refuses to see Lia on 
her deathbed, but becomes increasingly dissatisfied with his new wife. Lia dies 
and Arnold begins to be shunned by society. One night, Hubert reveals the extent 
RI0DULQD¶VWUHDFKHU\WR$UQROG)LOOHGZLWKUDJHhe destroys his statue and then 
throws a hammer at Marina. Hubert, clearly mad with grief and betrayal, 
announces his intention to avenge Lia by revealing to the townspeople that Arnold 
killed both women $V +XEHUW SDVVLRQDWHO\ NLVVHV 0DULQD¶V GHDG OLSV $UQROG
escapes into the night. Many years later, a statue by a famous artist in Italy 
(presumably Arnold) is sent to the village to EHSODFHGRQ/LD¶VJUDYH 
 
7. Legends from River and Mountain (1896): 
a. µ7KH-LSL¶ 
This is a Romanian folktale about the formation of the Jipi mountains. 
Twin brothers Andrei and Mirea are hunting a bear one day and meet a beautiful 
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young girl. They take her home to meet their mother, marking the beginning of 
many visits. When her grandfather dies, Rolanda comes to live with the brothers 
and their mother. Although Rolanda wishes to remain free and never marry, both 
brothers are in love with her. She is upset and confused, as is the mother, who 
notices that the brothers are becoming bitter and jealous. Eventually, Andrei and 
Mirea give Rolanda one day to decide who she loves. Telling them that she loves 
them both, but cannot choose between them, she throws herself over a cliff. As 
she reaches the bottom, she is magically transformed into a waterfall. The brothers 
want to follow her, but before they can do so, they become mountains ± the Jipi. 
Out of love for them, the mother falls to the ground and becomes moss.  
 
b. µ9LUIXO&X'RU¶ 
Another legend about the Carpathians Mountains. A handsome shepherd, 
Jonel, attends a local festival and watches the object of his affection, the beautiful 
,ULQD -RQHO SHUIRUPV WKH ILQDO SDUW RI WKH µKRUD¶ ZLWK KHr, an act of great 
significance for him but not for Irina. Jonel wishes for some sign that Irina 
reciprocates his affections, but instead, she challenges him to remain on the 
mountaintop without his flock of sheep. Jonel vows to prove his love, despite 
being warned by an older shepherd. He heads to the mountain without his sheep 
and chases away his faithful dogs. He falls asleep, waking up surrounded by thick 
clouds that soon become beautiful women. They offer to take him to paradise but 
he rejects them, angering the fairies and causing them to cover the mountain in 
snow. A fairy palace appears and he is offered shelter, which he again refuses. 
The palace falls to pieces, crushing him. Deep under the earth, the dwarves hears 
the destruction and uncover Jonel, caring for him until he recovers. Down there, 
he is again tempted by a mermaid ± ZKRLVUHYHDOHGWREHWKH'ZDUI.LQJ¶VEULGH
They return him to the mountain-top and the king informs Jonel that he has caused 
his own misfortune: he has remained faithful to Irina, but has abandoned his 
duties. For that reason, he must be punished. Jonel stands on the mountain, facing 
the oncoming storm. His love for Irina turns to hate and he vows to break all ties 
with her. As he does so, the Spirit of Yearning appears to him and puts him into a 
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trance, where he remains until spring. TKH RWKHU VKHSKHUGV ILQG -RQHO¶V OLIHOHVV
body on the mountain and bury him there.  
 
c. µ7KH:LWFK¶V6WURQJKROG¶ 
Baba CoaMD µPRther-EDUN¶ is a witch who spins golden threads for the 
bridal veils worn by every Romanian woman on her wedding day. She keeps her 
beautiful daughter, Alba, captive in her castle. Alba has to work for her mother, 
but is unhappy about the situation, especially since her mother weaves evil 
incantations into the threads. Alba is beaten when she spins love into one thread, 
which her mother throws into a large pile, vowing that Alba will never marry until 
she has found it. Although this seems cruel, Baba Coaja is trying to protect her 
daughter ± it has been foretold that Alba would have a short and unhappy life. 
Unaware of this, Alba longs to be free and has fallen in love with a handsome 
man, although she has only ever seen him from afar. Baba vows to kill him if he 
returns, but he does, taking Alba to his kingdom. Alba is terrified of the outside 
world and dependent on Porfirie, her prince. She does not see any value in the 
jewels she wears, but refuses to be married with gold in her veil. Porfirie and his 
mother object to this, with the latter ordering Alba to be forcibly restrained so that 
the veil can be placed on her head. Believing he can make her happy with material 
JRRGV 3RUILULH JRHV EDFN WR WKHZLWFK¶V FDVWOH WR REWDLQPRUH MHZHOV EXW%DED
Coaja turns the jewels into snow and ice, burying Porfirie on the mountain. The 
distraught Alba manages to reach him, but it is too late. Blaming her mother with 
her last breath, Alba dies and Baba Coaja destroys the castle.  
 
8. $5HDO4XHHQ¶V)DLU\%RRN(1901):  
a.  µ&DUPD7KH+DUS-*LUO¶ 
Carma was brought to earth by an angel in order to make the world more 
beautiful. Loved by the people of the village, particularly the local children, she 
sings to them with her magical harp and encourages them to become better 
people. One day a prince hears Carma singing. He returns the next day and asks 
her to return to his castle to sing for his ailing mother, promising that she can 
return to the wood afterwards. Carma agrees, but the children mistrust him. At the 
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castle, it is revealed that the prince lied to her ± his mother is not ill and is unkind 
to Carma. She wants to leave but is persuaded to stay. The angry prince tries to 
force her to marry him. The children arrive at the castle to see Carma, who begs to 
be set free. Furious, the prince stabs her. The children make a litter to carry her 
back to the forest and remove the dagger. Carma recovers and realises that she 
was IRROLVKWROLVWHQWRWKHSULQFH¶VOLHV7KHSULQFHUHWXUQVDQGDJDLQDVNVKHr to 
be his queen. She refuses and the children drive him out of the forest ± they know 
that Carma was born for singing, not marriage. Carma plants the dagger in the 
ground and it turns into a rose tree. She remains in the forest with the children and 
continues to sing.  
 
b. µ7KH6WRU\RID+HOSIXO4XHHQ¶: 
This story focuses on a Queen who prays to be able to bring happiness to the 
world and shoulder the burden of suffering herself. God grants her wishes and the 
queen has the power to heal, but this suffering is then inflicted on her own body. 
People flock to her for healing and she becomes destitute as a result of her efforts. 
Her torments increase when she takes on the spiritual suffering of those with 
guilty consciences as well as illnesses. She visits a woman whose son is dying, but 
in healing him, her own son dies. She loses her powers, no longer believes in 
divine justice and blames herself. As she sleeps, she is visited by the spirit of her 
son who assures her that he is in a happier place, but also chides her: the queen 
should not have tried to end all suffering and it had to be atoned for through her 
VRQ¶VGHDWK6KHFDQFRQVROHRWKHUVEXWFDQQRWFKDQJHWKHKHOORQHDUWKWKDW*RG
has purposefully created in order to test humans.  
 
9. A Roumanian Vendetta (1903): 
a. µ$5RXPDQLDQ9HQGHWWD¶ 
This is a story of conflict between two families and the lengths they will 
go to for revenge. It begins with Dragomir skinning strips of leather from a live 
cow, leaving it in agony. He returns home to his sister Sanda, his wife Anca and 
their baby. It is revealed that the attack on the cow is the latest in a long line of 
antagonism between their family and that of Pârvu, the village schoolmaster. 
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3kUYX¶V FRZZDV DWWDFNHG EHFDXVH 3kUYX EXUQW GRZQ WKHLU EDUQ DQG had given 
Anca such a fright that she was unable to produce milk for the baby.  
Living in the village itself, Pârvu believes that Dragomir murdered his 
brother, Dan, and even suspects Sanda. When the plight of his cow is revealed and 
Sanda appears, she is accused by Pârvu and the rest of the village. She mocks 
Pârvu, leaving him to vow revenge. He attacks her when she is walking to market, 
pinning her to the ground and violently cutting off her long hair. When he releases 
her, he expects Sanda to attack him, but instead she bursts into tears. Pârvu feels 
guilty and leaves with the hair, later locking it in a keep-sake box. Sanda is 
distraught, feeling she has lost her honour. She cannot plan revenge, but wants 
Dragomir to avenge her. One night he witnesses Pârvu visiting Sanda and 
confessing his love for her, which she seems to reciprocate. Unbeknown to them, 
Dragomir continues to spy on the lovers. The opportunity for revenge arises when 
the two decide to run away together. Just as they reach the Transylvanian border, 
Dragomir brutally murders Pârvu. He threatens his sister, who smiles strangely 
and merely suggests that he wash away the blood. They reach a cliff, where 
Dragomir might do this, but before he has the chance, Sanda throws him over the 
edge. She finally ends the conflict between the families but is struck down by 
madness. She becomes part of local legend while those around her grow up and 
die, including Anca and the baby, who waste away shortly after the murders have 
been committed. 
 
b.  µ7ZR:DLIVIURPWKH7D\JHWRV¶ 
Two foundlings ± children abandoned on the banks of an unnamed 
Romanian river ± named Soare (RomaQLDQ IRU µVXQVKLQH¶ DQG WKH GDUN-haired 
beauty, Evanghelù, have grown up on opposite sides of the river, but feel an 
affinity for each other. Soare sends gifts across the river for Evanghelù, eventually 
coming across the river himself to leave flowers. One night, when she is asleep, 
he places a silver ring on her finger and they utter their first words to each other ± 
each speaking the name of the other. Soare approaches the priest, asking him to 
marry them, but in a tragic twist of fate, the priest refuses to sanction the 
engagement, revealing a secret that he has held for many years: Soare and 
340 
 
Evanghelù are siblings. Soare is heartbroken by this knowledge and dies, asking 
Evanghelù to follow him. Directly after his funeral, she does so. The two are 
buried together. The narrator notes that a veiled figure sobbed over their grave for 
a number of years after their untimely deaths, but very little now remains to 
commemorate them. 
 
c. µ1HDJD¶: 
The story begins in a salt mine, which is used as a correctional facility for 
criminals. The conditions are terrible and when a young prisoner named Sandu 
arrives, he tries to commit suicide. The other prisoners try to console him. An 
elderly prisoner, Vlad, reveals his crime ± involvement in the murder of a local 
tyrant, who KDG EHDWHQ 9ODG¶V VLVWHU WR GHDWK 7KH \RXQJ PDQ DGPLWV WKDW KLV
crime is also murder ± stabbing the man who had insulted the woman he loves, 
1HDJD9ODGLVUHYHDOHGWREH1HDJD¶VIDWKHU 
One day, the Prince and Princess visit the mine and pardon some of the 
convicts, including Vlad. He vows to find Neaga. When they reconcile, she 
reveals that her mother remarried ± having been told than Vlad was dead ± and 
that he has a son named Radu. She also implies that her stepfather had mistreated 
her. Father and daughter leave the village and earn their living as minstrels. They 
reach another village on the day of a lavish wedding. Unbeknown to them, it is 
5DGX¶VZHGGLQJ7KH\FRQIURQWKLPEXW5DGXUHIXVHVWRDFNQRZOHGJHKLVIDPLO\
Vlad curses his son and they leave. The wedding does not take place. Later, Radu 
encounters an escaped convict. It is Sandu ± although the men do not know each 
other. Radu helps Sandu to escape his pursuers.  
Time passes. Vlad is now dying and Neaga seeks help in a local 
monastery. There, she meets her brother, now living as a monk. He begs their 
forgiveness and is blessed by Vlad with his dying breath. Now alone in the world, 
1HDJD GHFLGHV WR SHWLWLRQ WKH 3ULQFH DQG 3ULQFHVV IRU 6DQGX¶V UHOHDVH EXW KH
miraculously appears. He is still in hiding, so they escape into Serbia, returning 
after many years, when Sandu has been officially pardoned and Radu has become 
an abbot. 
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d. µ7KH*LSV\¶V/RYH6WRU\¶ 
This story is told from the perspective of an unnamed daughter of a boyar. 
The story initially focuses on Mother Gafitza, who works as the family 
housekeeper and is in charge of the servants, who the narrator notes are often 
gypsies, taken by force from their families. Cassandra is the most beautiful gipsy 
servant in the house, and Didica, a µLautari¶ ± gipsy musician ± is the most 
talented. He vows to give up his travelling lifestyle and marry Cassandra, but 
Mother Gafitza refuses to allow it. She has decided that Cassandra will marry 
Costaki, the cook. Realising she has no choice, Cassandra vows she will never 
love another man. As the wedding draws nearer, she does not speak to or look at 
her future husband, which causes her to be beaten. The narrator notes her own 
involvement in the story at this stage: arguing with her father about the violent 
pXQLVKPHQWRI VHUIV+HU IDWKHU¶V DWWLWXGHGRHVQRW FKDQJHKRZHYHU DQGHYHQWV
continued as a matter of course. Mother Gafitza forces Didica to perform at the 
wedding and the guests appear intoxicated by his music, all except Cassandra, 
who stands silently. Both are heartbroken and go their separate ways: Didica 
vanishes into the night with another gipsy girl and Cassandra remains with her 
husband. She is a faithful wife and mother, but has no happiness left in her life.  
 
e. µ7KH&ULSSOH¶ 
This story is set at Christmas in the old monastery of Margineni, now a 
prison. The temperature is so low and the snow so thick that the prison guards 
change shifts every thirty minutes. As the soldiers tease a recently married guard 
named Nicolai, they do not notice their superior officer eavesdropping on their 
FRQYHUVDWLRQ 8QEHNQRZQ WR WKHP WKH RIILFHU LV LQ ORYH ZLWK 1LFRODL¶V ZLIH
Florica. Filled with jealousy, the officer vows revenge, arranging for Nicolai to 
take the next shift and for no-one to relieve him. Nicolai, freezing to death in the 
snow, realises that the officer has done this intentionally. Praying to be avenged, 
he loses consciousness but is found and taken to hospital. His frost-bitten hands 
have to be amputated, although his feet are saved. Nicolai refuses to allow his 
wife to be informed as he suspects Florica of conspiring with the officer. He 
journeys home and Florica is initially pleased to see him, until she sees his 
342 
 
injuries. Her mother is even more appalled and informs Florica that Nicolai is a 
danger to them and the baby. They treat Nicolai badly and do not notice that he is 
becoming increasingly resentful. Friends agree to help him get revenge and he 
forces Florica to write a letter to the officer, arranging to meet him. When the 
officer arrives in the forest, the gang brutally murder him. Florica arrives and 
Nicolai warns her that she will meet the same fate ± she can only escape him 
through death. The next morning, Florica is found dead in the river. Nicolai is 
wracked with guilt and the villagers shun him. One year after the murders, the 
accomplices, fearing that he will expose their involvement, strangle Nicolai in his 
bed. Little inquiry is made about this murder. His child is raised by )ORULFD¶V
mother, grows up unconscious of his tragic upbringing and does not repeat his 
IDWKHU¶VPLVWDNHV 
 
f. µ$)XQHUDOLQWKH&DUSDWKLDQV¶ 
A snow storm rages across the Carpathian Mountains. Only one house 
shows evidence of life and ironically, the light is shining on a corpse ± a beautiful 
woman, watched by her grieving husband, Paul. In another room, their children, 
Lucie and Hugo, talk about WKHLU PRWKHU¶V GHDWK ZKLFK Qeither of them fully 
understands7KHIDPLO\PRYHGWRWKH&DUSDWKLDQ0RXQWDLQVGXHWR3DXO¶VZRUN
as an engineer and he blames himself for bringing his delicate wife to this climate. 
He contemplates suicide. After the storm, people come to the house to transport 
the corpse to the burial ground. Paul is the only mourner and the children are 
upset and confused, despite attempts by the villagers to explain death to them. On 
his way home, Paul is intercepted by his workmen, who inform him that the storm 
has all but destroyed the railway he came to Romania to build. Exhausted, he 
returns home and again resists the urge to kill himself. His daughter Lucie takes it 
XSRQKHUVHOIWRFDUHIRUKLP7KHSDVVDJHRIWLPHGRHVQRWUHGXFH3DXO¶VJULHIDQG
he tries to decide what to do: return to the West Indies or transport his family to 
the Caucasus, where he has been offered further work. Remembering his wiIH¶V
final words, Paul struggles on for the sake of his children. 
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Appendix Five. /LVWRI&DUPHQ6\OYD¶VSXEOLVKHGZRUNV 
 
5.1. Primary texts. 
Year Title Publisher Translator Genre Extra information 
1884 
 
 
 
 
1905 
Pilgrim Sorrow. 
 
 
 
 
6XIIHULQJ¶V-RXUQH\RQ 
the Earth. 
London: T. 
Fisher Unwin 
(New York: 
Henry Holt.) 
 
London: Jarrold 
& Sons. 
Helen Zimmern. 
 
 
 
 
Margaret A. Nash 
 
 
Allegorical 
short 
stories. 
Translated from Leidens Erdengang (Berlin: 
Alexander Duncker, 1882). 
 
 
 
Republished under a different title in 1905, illustrated 
by Percy A. Nash. Second edition 1906.  
 
1887 
 
Songs of Toil. 
New York: 
Stokes and 
Brothers. 
 
John Eliot 
Bowen. 
 
Poetry. 
Thirty-one poems published in German and English. 
Not published in Britain. 
Reprinted in 1888, 1892. 
 
1888 
 
A Heart Regained. 
Boston: Cupples 
and Hurd. 
Mrs Mary A. 
Mitchell. 
 
Novel. 
Not published in Britain. 
1890 
 
 
 
1911 
 
 
 
 
 
1913 
 
Thoughts of a Queen. 
 
 
 
Golden Thoughts of 
Carmen Sylva 
 
 
 
 
Sparks from the Anvil; 
or Thoughts of a Queen. 
London: Eden, 
Remmington & 
Co. 
 
London: John 
Lane 
(New York: 
John Lane 
Company) 
 
 
London: Jarrold 
H. Sutherland 
Edwards. 
 
 
H. Sutherland 
Edwards. 
 
 
 
 
 
A.H. Exner. 
 
 
 
 
Aphorisms. 
Translated from Les Pensées d'une Reine (Paris: 
Calmann-Lévy, 1882). German edition, Vom Amboss 
(Bonn: Strauss, 1890). 
 
 
 
 
 
 
 
Exner also included a selection in his edition of 
6\OYD¶VSRHPV (1912). 
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1As mentioned in Chapter Two, the folksongs in The Bard of the Dimbovitza were not written by Sylva, but as they have been associated with her throughout her 
literary career, the publication history has been included here. 
 
1891 
µ,Q)HWWHUV¶DQGµ7KH
Mother-in-/DZ¶LQ
Carmen Sylva. A Study 
with two tales from the 
German of Carmen 
Sylva. 
 
Chapman & 
Hall. 
 
Blanche  
Roosevelt. 
 
 
Short 
Stories. 
Two short stories SXEOLVKHGDWWKHHQGRI5RRVHYHOW¶V
biography. 
 
 
1891 
 
The Bard of the 
Dimbovitza.1 
London: 
Osgood, 
McIlvaine & 
Co. 
Carmen Sylva 
(German) and 
Alma Strettell 
(English). 
 
Romanian 
folksongs. 
Translated from Lieder aus dem Dimbovitzathal 
(Bonn: Strauss, 1889) 
First series. 
Collected from the peasants by Hélène Vacaresco.  
 
1892 
 
Edleen Vaughan: or 
Paths of Peril. 
London: F.V. 
White & Co. 
(New York: 
Cassell 
Publishing 
Company). 
  
 
Novel. 
Reportedly written in English.  
Three volumes.  
Originally serialised in Hearth and Home (May to 
October 1891).  
 
1894 
 
The Bard of the 
Dimbovitza  
London: 
Osgood, 
McIlvaine & 
Co. 
Carmen Sylva 
(German) and 
Alma Strettell 
(English). 
 
Romanian 
folksongs. 
Second series. 
Collected from the peasants by Hélène Vacaresco. 
1895 
 
 
1905 
6KDGRZVRQ/RYH¶V
Dial. 
 
6KDGRZVRQ/RYH¶V
Dial.  
London: 
Downey & Co. 
 
London: Henry 
F. Bumpus. 
Helen Wolff. 
 
 
Helen Wolff. 
 
Short 
stories. 
Six stories translated from Handzeichnungen (Berlin: 
Duncker, 1884). 
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1896 The Bard of the 
Dimbovitza  
London: 
Osgood, 
McIlvaine & 
Co. 
Carmen Sylva 
(German) and 
Alma Strettell 
(English). 
 
Romanian 
folksongs. 
Third series. 
Collected from the peasants by Hélène Vacaresco. 
1896 
 
 
1996 
Legends from River and 
Mountain. 
 
Legends from River and 
Mountain  
London: George 
Allen. 
 
Felinfach: 
Llanerch 
Publishers 
Alma Strettell. 
 
 
Alma Strettell 
 
 
Romanian 
folktales. 
First ten stories are by Sylva (remaining nine are 
German folktales).  
Taken from Aus Carmen Sylvas Königreich. Pelesch 
Märchen (Leipzig: Wilhelm Friedrich, 1883). 
Illustrations by T.H. Robinson.  
1996 edition is a facsimile reprint. 
1901 
 
 
 
1961 
$5HDO4XHHQ¶V)DLU\
Book. 
 
$5HDO4XHHQ¶V)DLU\
Book 
London: George 
Newnes. 
 
Chicago: Davis 
& Company. 
  
 
Fairy tales. 
Illustrated by H. Nelson and A.G. Jones. 
German edition: Märchen einer Königin (Bonn, 
Strauss, 1901).  
1902 The Bard of the 
Dimbovitza 
London: Harper 
& Brothers. 
Carmen Sylva 
(German) and 
Alma Strettell 
(English). 
 
Romanian 
folksongs. 
All three volumes (previously published by Osgood, 
McIlvaine & Co.) are republished as one. 
1903 A Roumanian Vendetta 
and Other Stories. 
London: R.A. 
Everett. 
Edith Hopkirk. Short 
stories. 
+RSNLUNZDV6\OYD¶VIRUPHUVHFUHWDU\ 
1904 Sweet Hours. London: R.A. 
Everett. 
 Poems. Reportedly written in English. 
 
 
1904 
 
 
How I Spent My Sixtieth 
Birthday 
Mirfield, 
Yorkshire: John 
H. Fearnley, the 
Hermitage 
Bindery. 
(New York: 
Scribner.) 
 
 
 
H.E. Delf 
 
 
 
 
Memoirs. 
 
 
  
346 
 
 
 
 
 
 
 
 
 
 
1911 A Royal Story Book. London: Digby, 
Long & Co. 
 Short 
Stories 
Eight short stories largely focused on Romanian 
culture.  
1911 
 
 
 
)URP0HPRU\¶V6KULQH 
 
 
 
 
 
London: 
Sampson Low, 
Marston & Co. 
Limited. 
(Philadelphia: 
Lippincott) 
Edith Hopkirk. 
 
 
 
 
 
 
Memoirs. 
Translated from Mein Penatenwinkel (Frankfurt-
Main: Minjon, 1908). Reprinted in Britain in 1911, 
1912, and 1914. 
1912 
 
 
Poems. 
 
London: Jarrold. 
 
A.H. Exner.  
Poetry. 
Eighty-four poems taken from various collections.  
Also includes a selection of aphorisms from Vom 
Amboss (Thoughts of a Queen). 
 
1920 
The Letters and Poems 
of Queen Elisabeth 
(Carmen Sylva). 
Boston: The 
Bibliophile 
Society. 
 Poetry and 
letters. 
In two volumes. Not published in Britain.  
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5.2. Primary texts published in periodicals or magazines. 
Year Title Publication Translator Genre Extra information 
1882 µ$/RYH
TUDJHG\¶ 
Temple Bar. Robin 
Napier. 
Short story. Signed The Queen of Roumania. 
1884 µ3XLX¶ London Society. Helen 
Zimmern. 
Allegorical 
short story. 
Featured in January. 
IQLWLDOO\SDUWRI6\OYD¶VPelesch-Märchen but not 
published in Legends from River and Mountain (1896). 
1887 µ7KH%XUQLQJ
0RXQWDLQ¶ 
4XHHQWKH/DG\¶V
Newspaper and Court 
Chronicle. 
 Short story Also published under this title in the Australian newspaper 
The Western Arugs on 29 April 1897.   
Later part of Legends from River and Mountain (1896) 
XQGHUWKHWLWOHµ3LDWUD$UVD¶  
1888 µ'HFHEDO¶V
'DXJKWHU¶ 
:RPDQ¶V:RUOG Mrs Emma 
B. Mawer. 
Short story. Published in the first volume. Mawer wrote a biographical 
article on Sylva (also in this issue). Later published in A 
Royal Story Book (1911). 
1888 µ$4XHHQ¶V
7KRXJKWV¶ 
 :RPDQ¶V:RUOG  Aphorisms 
(x20). 
Published in the first issue. 
1889 µ)XUQLFDRU7KH
Queen of the 
$QWV¶ 
:RPDQ¶V:RUOG 
 
Mrs Emma 
B. Mawer. 
Short story Later part of Legends from River and Mountain (1896). 
1889 µ7K\VHOIDQGWK\ 
%UHWKUHQ¶ 
Sunday at Home. John Kelly. Poem. Featured on 11 May. 
1889 µ3HDVDQW/LIHLQ
5RXPDQLD¶ 
Forum.  Non-
fictional 
article. 
Published in the June issue.  
1889 µ1LQH'D\V¶ Belgravia.  Short story. Featured in November. 
1890 µ7KH6ROGLHU¶V
7HQW¶ 
New Review.  Folksong. Featured in June. Later published in The Bard of the 
Dimbovitza (first series). 
1890 µ*\SV\6RQJ¶ New Review.  Folksong. Featured in September. Later published in The Bard of the 
Dimbovitza (first series). 
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1890 Untitled.  0XUUD\¶VMagazine.  Poem. ,QFOXGHGLQDQDUWLFOHHQWLWOHGµ7KH:HOVK(LVWHGGIRG¶
Published 13 September 1890. 
1891 µ7KH3HDNRI
/RQJLQJ¶ 
Good Words.  Short story. Featured in January. Later part of Legends from River and 
Mountain XQGHUWKHWLWOHµ9LUIXOFX'RU¶ 
1891 µ7KH3HRSOH¶V
0RWKHU¶ 
Sunday at Home.  Poem. Featured in April. Published at the end of an article on 
Sylva.  
1891 µ$)XQHUDOLQ
the 
Carpathians¶ 
London Society.  Short story. Featured in the holiday issue. 
Later published as part of A Roumanian Vendetta and 
Other Stories (1903). 
1892 µ7KH+RPH
6HFUHWDU\¶ 
Sunday at Home.  Non-
fictional 
article. 
 
1894 µ7KH:LWFK¶V
&DVWOH¶ 
English Illustrated 
Magazine. 
Mrs Angus 
Hall. 
Short story. 3XEOLVKHGLQ-DQXDU\5HSRUWHGO\WUDQVODWHGZLWK6\OYD¶V 
permission. Later part of Legends from River and 
Mountain XQGHUWKHWLWOHµ7KH:LWFK¶V6WURQJKROG¶ 
1896 µ7KH6HUSHQW
,VOH¶ 
/DG\¶V5HDOP  Short story. Published in the first edition (November 1896-April 
1897). Later part of Legends from River and Mountain 
(1896) under the same title. 
Also published in A Royal Story Book (1911) under the 
WLWOHµ7KH3RHW¶ 
1896 µ)LGHOLW\¶ Strand Magazine Alys 
Hallard. 
Short story. Later part of A Royal Story Book (1911) under the title 
µ7KH/DG\¶V&UDJV¶ 
1897 µ3UDLVH<H7KH
/RUG¶ 
Quiver. Sir Edwin 
Arnold. 
Poem. )HDWXUHGLQ0DU\(*DUWRQ¶VDUWLFOHµ4XHHQVDV+\PQ-
:ULWHUV¶ 
1897 µ9UDQFLD¶ /DG\¶V5HDOP  Short story. Featured in the third issue (November 1897-April 1898). 
Facsimile of her signature, although likely to be 
inauthentic. 
1897 µ%DOWD7KH
/DNH¶ 
/DG\¶V5HDOP  Short story. Featured in the third issue (November 1897-April 1898).  
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1898 µ7KH6LHJHRI
Widin. An 
Episode in the 
Russo-Turkish 
:DU¶ 
/DG\¶V5HDOP  Short story. Featured in the fourth issue (May-October 1898). Later 
SXEOLVKHGDVµ7KH)DOORI9LGLQ¶LQA Roumanian Vendetta 
and Other Stories (1903).  
1899 µ7KH6WRU\RID
+HOSIXO4XHHQ¶ 
North American 
Review. 
 Short story. Published in November. American periodical. Later 
published under the same name in $5HDO4XHHQ¶V)DLU\
Book (1901). 
1900 µ:HVWPLQVWHU
$EEH\¶ 
Nineteenth Century. Arthur 
Waugh. 
Poem. Published in April. German original published underneath 
English version. Written in Bucharest on 9 January 1900. 
1900 µ7KH:RPDQ¶V
Vocation¶DQG
other Poems 
North American 
Review. 
Sidney 
Whitman. 
Poetry (x4). Published in March. American periodical.  
1904 µ5HPLQLVFHQces 
RI:DU¶ 
North American 
Review. 
 Non-
fictional 
article. 
Anecdotal account of tending the wounded during the 
Russo- Turkish War. Published in October. 
1905 µ0XVLFDO
+RXUV¶ 
Nineteenth Century 
and After. 
 Non-
fictional 
article. 
Published in April. 
1908 µ2Q(DUWK± 
3HDFH¶ 
Nineteenth Century 
and After. 
 Non-
fictional 
article. 
Published in January. 
1908 µ0\.LWWHQV¶ Century.  Non-
fictional 
article. 
Published in March. 
1908 µ6RPH7KRXJKWV
About my 
/LEUDU\¶ 
Pall Mall Magazine.  Non-
fictional 
article. 
Published in November.  
1911 µ$6WRU\RI
9HQJHDQFH¶ 
London Journal.  Short story. Published in June. 
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1912 µ3DEOR
Domenech. A 
Tragic Tale of 
How a Private in 
the Ranks 
Avenged a 
Personal Insult 
by His Superior 
2IILFHU¶ 
 
 
The New York Times. 
  
 
Short story. 
Published on 28 -DQXDU\XQGHUWKHKHDGOLQHµ$6WLUULQJ
6KRUW6WRU\E\4XHHQ&DUPHQ6\OYD¶$GYHUWLVHGDVWKH
first publication of this story in the USA.  
1913 µ,I,ZHUHD
0LOOLRQDLUH¶ 
 Fortnightly Review.  Non-
fictional 
article. 
Published in March. 
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5.3. Work contributed to larger collections. 
 
 
 
 
 
 
 
 
5.4. Other.  
Year Title Publication Translator Genre Extra information 
 
1909 
Charles 
Dickens. 
   
Poem. 
Poem about Dickens on a souvenir postcard. Composed in Bucharest, 28 
January 1909. 
1910 The Art 
of 
Tatting. 
London: 
Longmans, 
Green & Co. 
 Non-
fiction. 
Sylva wrote the introduction. Volume written by Lady Katharin L. Hoare. 
Tatting is a method of creating lace through a series of knots and loops. 
1913 The Lily 
of Life. 
London: 
Hodder & 
Stoughton. 
 Non-
fiction. 
Sylva wrote the preface. The fairy tale was written by her successor, Queen 
Marie. 
Year Title Publisher Translator Genre Extra information 
1892 Capitals of the 
World. 
London: Sampson 
Low, Marston & 
Company. 
 Non-fiction. Two volumes. Sylva wrote the chapter 
on Bucharest. 
1904 :D\IDUHU¶V/RYH London: Archibald 
Constable Ltd. 
 Aphorism.  Written in French. 
1905 Letters on the 
Simple Life. 
London: Partridge.  Non-fiction. Contributors include Marie Corelli, 
Sarah Grand and Arthur Conan Doyle. 
6\OYD¶VHVVD\LVHQWLWOHGµ7KH6LPSOH
/LIHLQD3DODFH¶ 
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Appendix Six. Images. 
 
This appendix contains the images of Sylva that have been discussed in this thesis. 
1. Fig. 1. Untitled illustrations, Graphic, 2 June 1881, p. 12. 
2. Fig. 1.1. Untitled illustrations, Graphic, 2 June 1881, p. 13. 
3. )LJµ7KH3KRWRJUDSKVRIWKH0RQWK,¶Review of Reviews, October 1890, p. 379. 
4. Fig. µ&DUPHQ6\OYD± 7KH3RHW¶Quiver, January 1897, p. 770. 
5. )LJµ&DUPHQ6\OYD¶V*UDQGFKLOGUHQ¶Black & White Illustrated Budget, 8 
August 1903, p. 595. 
6. )LJµ707KH.LQJDQG4XHHQRI5RXPDQLD7KHLU%XV\DQG8VHIXO/LYHV¶
Black & White, 29 December 1906, p. 844. 
7. )LJµ707KH.LQJDQG4XHHQRI5RXPDQLD7KHLU%XV\DQG8VHIXO/LYHV¶
Black & White, 29 December 1906, p. 845. 
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Fig. 1. Untitled illustrations, Graphic, 2 June 1881, p. 12. 
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Fig. 1.1. Untitled illustrations, Graphic, 2 June 1881, p. 13 
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Fig. 2. $QRQ\PRXVµ7KH3KRWRJUDSKVRIWKH0RQWK¶ Review of Reviews, October 1890, 
p. 379. 
 
 
 
 
356 
 
 
 
Fig. 3. $QRQ\PRXVµ&DUPHQ6\OYD± 7KH3RHW¶Quiver, January 1897, p. 770. 
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Fig. 4. µ&DUPHQ6\OYD¶V*UDQGFKLOGUHQ¶ Black & White Illustrated Budget, 8 August 
1903, p. 595. 
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Fig. 5µ707KH.LQJDQG4XHHQRI5RXPDQLD7KHLU%XV\DQG8VHIXO/LYHV¶Black & 
White, 29 December 1906, p. 844. 
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Fig 5.1. $QRQ\PRXVµ707KH.LQJDQG4XHHQRI5RXPania Their Busy and Useful 
/LYHV¶Black & White, 29 December 1906, p. 845. 
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Appendix Seven. Anglo-German relations. 
 
 
The purpose of this appendix is to provide a contextual background for the 
thesis, bringing together the various connections between Britain and Germany 
during the nineteenth century. This involves discussion not only of political and 
economic factors, but also the cultural links between the two countries, in terms of 
dynastic connections, religion and social reforms. The following section is not 
intended to be an exhaustive account of these issues, but will attempt to draw a 
connection between fluctuations in their relationship, caused by a combination of 
factors, and the infiltration of German ideas into British culture. These links may 
provide some explanation for the interest in, and eventual marginalisation of, 
Carmen Sylva.  
As Haines VXFFLQFWO\ GHVFULEHV LW µWKH LQIOXHQFH RI RQH FXOWXUH XSRQ
another is of slow growth, a history of gradual infiltration, of resistance 
encountered, of partial acceptance, of adjustment and re-DGMXVWPHQW¶1 Broadly 
speaking, Anglo-German relations during the nineteenth century should be viewed 
in terms of three factors: politics, the economy and social values. Developments in 
these areas had positive and negative influences upon the overall relations 
between Britain and Germany. These factors are also related, particularly with 
regard to politics and subsequent economic policies. An obvious example of this 
is the unification of Germany in 1871: the political decision to unite thirty-nine 
smaller states, albeit dominated by Prussia, stimulated a rapid period of 
industrialisation and economic change, so that by the twentieth century, Germany 
ZDV µWKH OHDGLQJ LQGXVWULDO QDWLRQ LQ (XURSH¶2 By the outbreak of World War 
2QH *HUPDQ\¶V SURGXFWLRQ OHYHOV DOPRVt equalled that of Britain. In 1871 
*HUPDQ\ ZDV SURGXFLQJ  PLOOLRQ WRQV RI FRDO FRPSDUHG ZLWK %ULWDLQ¶V 
million, but by 1914 this had increased to 279 million tons, substantially closer to 
%ULWDLQ¶V RXWput (approximately 292 million). 3  In turn, German economic 
advancement caused a commercial rivalry with Britain from the 1880s onwards, 
                                                 
1George Haines, German Influences Upon English Education and Science 1800-1866 (New 
London, Connecticut: Connecticut College, 1957), p. 57. 
2William Carr, A History of Germany 1815-1985 (1969; London: Edward Arnold, 1987), p. 166. 
3Ibid., p. 167. 
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which affected the political decisions made by their respective leaders, as shown, 
for example, in the 1887 Merchandise Marks Act in Britain, which forced German 
PDQXIDFWXUHUV WR SULQW µ0DGH LQ *HUPDQ\¶ RQ WKHLU JRRGV 7KLV DFWLRQ largely 
backfired, however, VLQFH µWKH*HUPDQJRRGVQRZSURSHUO\PDUNHGZHUH VRRQ
recognised by customers as being in many cases cheaper and better [than British 
JRRGV@¶ 4  ,QGHHG .HQQHG\ VHHV HFRQRPLF FKDQJHV LQ *HUPDQ\ DV WKH µPRVW
SURIRXQGFDXVH¶RI$QJOR-German tensions and thus the defining element in their 
overall relations: without unification and the industrial transformation that it 
brouJKWWRWKHQDWLRQµ*HUPDQ\ZRXOGKDYHUHPDLQHGDQ³insignifLFDQWFRXQWU\´¶
and would not have GHWUDFWHGIURP%ULWDLQ¶VGRPLQDQFHLQZRUOGDIIDLUV5  
The social structures of Britain and Germany were very different prior to 
German unification: while the majority of the British population lived in urban 
areas, Germany contained a large base of lower class peasants and restricted the 
IUDQFKLVH WR WKH XSSHU FODVVHV WKURXJK µD FRPSOH[ Satchwork of legal 
MXULVGLFWLRQV¶ ZKLFK had been devised a century earlier. 6  But rapid 
industrialisation, coupled with the growing German population, caused a 
fundamental alteration to this social structure, becoming more threatening to the 
previously unchallenged British dominance.  
This strong correlation between the economy and the subsequent political 
developments can be seen throughout the nineteenth century. The insular, non-
interventionist policies pursued by the British in the 1860s, for example, was a 
UHVXOW RI WKH FRXQWU\¶V PLOLWDU\ DQG QDYDO ZHDNQHVVHV 7KH µSLJP\¶ VL]H of the 
army and relatively small navy, compared with its continental counterparts, meant 
that whilst Britain could proffer opinions in European affairs, such as the Franco-
Prussian War, they did not want to become actively involved in it.7 No major 
reasseVVPHQWRI%ULWLVKIRUHLJQSROLF\RFFXUUHGHYHQDIWHU)UDQFH¶VGHIHDW in this 
war. Indeed, Britain generally supported German unification, its economic 
transformation and the subsequent expansionist policies, until it directly infringed 
                                                 
4Paul M. Kennedy, The Rise of the Anglo-German Antagonism, 1860-1914 (London: The Ashfield 
Press, 1987), p. 57. 
5Ibid., p. 464; p. 465. 
6David Blackbourn, History of Germany 1780-1918. The Long Nineteenth Century (Oxford: 
Blackwell Publishing, 2003), p. 3. 
7Kennedy, p. 16. 
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on areas of British dominance. This is apparent with regard to manufacture, as 
mentioned above, which in the later decades of the nineteenth century became 
more focused on arms expenditure and naval expansion. This development added 
a potential German threat to British security as well as to the economy.  
German expansion into British-dominated areas is also apparent with 
regard to colonisationDQGWKHµVFUDPEOHIRU$IULFD¶LQSDUWLFXODU, which began in 
1884. German dominance over Togoland, the Cameroons, German East Africa 
and some of the Pacific Islands caused a deterioration of relations with Britain: 
Germany was not only encroaching on British colonial dominance but was also 
exploiting desires for colonial expansion in order to improve their relations with 
France and isolate Britain. For example, both Germany and France opposed 
British financial reform in Egypt and µVXSSRUWHG HDFK RWKHU¶V FRORQLDO FODLPV¶8 
Anglo-German relations were further soured when the Jameson Raid, orchestrated 
by the British to cause an uprising, took place in the Transvaal in 1895. Germany 
considered the raid unsanctioned and .DLVHU :LOKHOP ,,¶V µ.UJHU 7HOHJUDP¶ 
aroused great indignation in Britain, stimulating a press war between the two 
countries. 9  &DUU VWDWHV WKDW WKLV HYHQW µKHOSHG WR FU\VWDOOLse subconscious 
UHVHQWPHQWRI*HUPDQ\¶VFRPPHUFLDOULYDOU\DQGJDYHHQFRXUDJHPHQWWRWKHYHU\
VPDOOPLQRULW\RI(QJOLVKPHQZKRSRVLWLYHO\KDWHG*HUPDQ\¶10 This dislike was 
not limited to Britain, as shown in the rise in nationalistic, right-wing parties and 
pressure groups in Germany, such as the Pan-German league, which was 
vehemently anti-British. Although there were later uprisings in German colonies, 
as well as a deterioration in relations between Germany, France and Russia ± 
which caused Germany to turn back to Britain for support and sign the 
Heligoland-Zanzibar treaty in 1890 ± *HUPDQ\¶V GHVLUH IRU D µSODFH LQ WKH VXQ¶
FDXVHGµDFRROLQJ¶LQ$QJOR-German relations.11  
It is important to recognise, however, that these developments did not have 
drastic consequences during the nineteenth century: for all their tensions, 
                                                 
8Carr, p. 155. 
9This was a telegram sent from Kaiser Wilhelm II to Stephanaus Krüger (better known as Paul 
Krüger) (1825-1904), the President of the Transvaal Republic, praising him for repelling the 
Jameson Raid. When the telegram was leaked, the British were outraged by the apparent support 
given by the Kaiser in this matter. 
10Carr, p. 191. 
11Kennedy, p. 218. 
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Germany and Britain did not go to war until 1914. The changes in their 
relationship, both positive and negative, should be viewed relatively, an idea that 
should also be applied to the influence of certain politicians or members of the 
respective royal families in shaping the Anglo-German relations in this period.  
In terms of causing friction between Britain and Germany, British prime 
ministers such as William Gladstone (1809-1898) and Benjamin Disraeli (1804-
 PD\ KDYH LQLWLDOO\ VXSSRUWHG *HUPDQ XQLILFDWLRQ EXW WKH\ KDG µPL[HG
IHHOLQJV¶ WRwards Bismarck, which left them opposed to German policies of 
increased arms expenditure, anti-socialist laws and colonial bids. 12  Similarly, 
certain German leaders can also be seen to have had a decidedly negative effect 
on Anglo-German relations: the chancellor Otto von Bismarck, despite his 
frequent visits to England ± and offers of alliance ± encouraged German press 
campaigns against England. His repressive anti-Catholic and anti-Socialist 
SROLFLHV UHSHOOHGPDQ\%ULWRQVDQGKLVGHVLUH WR µUHPDLQ WKHPDVWHURI(XURSH¶V
destinies¶LPSHGHG the development of closer Anglo-German relations.13 
The appointment of Bernard von Bülow (1849-1929) as State Secretary in 
1897 also marked a deterioration of Anglo-German relations: Germany began an 
aggressive policy of Weltpolitik ZKLFK DWWHPSWHG WR HOLPLQDWH %ULWDLQ¶V JOREDO
dominance. This period of anti-%ULWLVK VHQWLPHQW DQG YRQ %ORZ¶V µXQLTXH
contribution to the worsening of Anglo-German relations¶ caused Britain to 
become more suspicious of Germany. 14  Thus, although both Germany and 
%ULWDLQ¶V SROLWLFDO SDUWLHV µZHUH QRW DFXWHO\ FRQFHUQHG DERXW $QJOR-German 
UHODWLRQV H[FHSW GXULQJ D IHZ SHULRGV RI FULVLV¶ WKH LQKerent prejudices of their 
political leaders had an effect on the diplomatic decisions they made as well as the 
way in which they portrayed other nations in the media.15 
The Press played a key role in shaping Anglo-German relations, 
manipulated by both German and British politicians to gain public support, with 
many politicians writing for the newspapers. Similarly, many newspaper editors 
and journalists became politicians. Indeed, before entering politics, Disraeli had 
                                                 
12Ibid., p. 28. 
13Ibid., p. 188. 
14Ibid., p. 225. 
15Ibid., p. 86. 
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written a number of novels, as well as political pamphlets. Newspapers were an 
important way of gauging public opinion, as well as influencing it, a circumstance 
that political figures such as Bismarck recognised, establishing a Press Bureau in 
WKH )RUHLJQ 0LQLVWU\ WR µGHDO ZLWK QHZVSDSHU WUHDWPHQW RI IRUHLJQ DIIDLUV¶
initially during the Franco-Prussian War. 16  In effect, this was designed to 
manipulate the public by printing pro-government articles. Newspapers such as 
the popular Kölnische Zeitung VHUYHG WKLV SXUSRVH EHFRPLQJ µD IUHTXHQW
mouthpiece of the Foreign Ministry¶DQGa propaganda tool.17 
The Times also had a reputation as an agent of the British government, 
with many foreign countries believing that if it did not directly report to the 
government, the articles it produced had been officially sanctioned. 18  Liberal 
newspapers in Britain were initially supportive of plans for German unity in the 
1860s and at the outbreak of the Franco-Prussian War were still pro-German, 
believing that Napoleon was largely responsible. As the war progressed, however, 
and more information about Bismarck and his methods came into the public 
sphere, opinions began to change. The Daily News and the Economist began to 
publish critical articleVOHDGLQJWRµKHDWHG¶H[FKDQJHV between the German right-
wing and British liberal newspapers.19 Whilst this indicates that wider political 
events shaped Anglo-German relations, it also suggests that certain forms of 
social expression, such as newspapers, could contribute to their deterioration: 
easily and effectively communicating with the general public to stimulate distrust 
or further the opinions of those in power. The influence of such media is 
SDUWLFXODUO\ UHOHYDQW WR &DUPHQ 6\OYD¶V OLWHUDU\ UHSXWDWLRQ DV VKH ZDV ZLGHO\
reviewed until her death in 1916, but soon faded from cultural consciousness.  
 It must be recognised, however, that whilst nineteenth-century Anglo-
German relations were a delicate balancing act, this was not a period solely 
characterised by a decline in relations. Indeed, there were economic and political 
factors which encouraged stronger bonds between the two countries. Successful 
Anglo-German diplomacy in the 1870s, for example, was a result of their mutual 
                                                 
16Ibid., p. 98. 
17Ibid., p. 96. 
18Ibid., p. 90. 
19Ibid., p. 93. 
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concerns about Russia: both Britain and Germany wished to remain on good terms 
with Russia, but concern about her potential understandings with France led 
Britain and Germany to turn to each other for assurance of mutual support. This 
improvement in the Anglo-*HUPDQIULHQGVKLSPHDQWWKDWµLQGLSORPDWLFDIIDLUVDW
least, the British and German governments occupied a rather similar position in 
the late 1870s, which was made even more alike by the fact that their political 
OHDGHUV ZHUH IOH[LEOH DQG XQGRJPDWLF¶ 20  Whilst political leaders may have 
disliked each other, they would not rule out alliances if it would benefit the 
domestic security of their own country.  
Extensive trade relations also aided Anglo-German relations. These dated 
back to the Middle Ages. Although Kennedy remarks that Anglo-German 
HFRQRPLFWUDGHZDVµYHU\PXFKLQWKHQDWXUHRID³RQHZDy streHW´¶WKHIDFWWKDW
Germany was so dependent on Britain and that Britain profited financially from 
this reliance, highlights the importance of maintaining a positive trade relationship 
during this period.21 Germany imported raw materials from Britain, such as lead, 
wool and coal, as well as items produced in British colonies, including sugar, 
coffee and tobacco. After unification, during the subsequent period of 
industrialisation, Germany also acquired British trains, rails and textile machines, 
as well as British workers to use them.  
It is also important to note that Germans were the largest immigrant 
population in nineteenth-century Britain, which may have affected the political as 
well as economic relations between the two countries. German immigrants have 
been a part of British culture since the Anglo-6D[RQ SHULRG DV µLQYDGHUV
EXVLQHVVPHQ HPSOR\HHV UHIXJHHV RU UHVLGHQWV¶ 22  The reasons for coming to 
Britain were numerous, including overpopulation, the draw of establishing new 
trade links between London and German ports in Hamburg and Bremen, as well 
                                                 
20Ibid., pp. 35-6. 
21Ibid., p. 41. 
223DQLNRV3DQD\Lµ*HUPDQVLQ%ULWDLQ¶V+LVWRU\¶LQGermans in Britain since 1500, ed. by 
Panikos Panayi (London: The Hambledon Press, 1996), p. 1. 
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as religious and political persecution. At the turn of the nineteenth-century, 
Graham Jefcoate suggests there were 20,000 Germans living in London.23 
As Panikos Panayi has noted, movement out of Germany during this 
period occurred in a series of peaks and troughs, beginning at the end of the 
Napoleonic period (1846-57) due to agricultural failures and revolutions, from 
1864-1873 and finally from 1880-1893.24 Economic booms in the United States of 
America encouraged people to emigrate there in pursuit of financial success and 
many Germans, en-URXWH WR WKLV QHZ OLIH FKRVH WR UHPDLQ LQ %ULWDLQ %ULWDLQ¶V
asylum policy during this period was also very accepting, effectively allowing 
anyone to emigrate there. This meant that by the nineteenth century, many 
German merchants, as well as financiers and clerks, were well-established in 
Britain and contributing to European trade, creating what Kennedy terms a 
µFRVPRSROLWDQ IDPLO\¶25 Although this presence seems to have been primarily 
focused on London, where around fifty percent of Germans lived between 1861 
and 1911, there was also a large number of German industrialists in other cities, 
including Manchester. 26  Although the number of Germans in Britain was 
drastically reduced at the outbreak of World War One, the fact that they were 
contributing to British exports and importing them into Germany itself, further 
supports the idea that mutual trade formed a major part of Anglo-German 
relations and undoubtedly influenced their perceptions of each other. 
 There were also religious connections between the countries. Northern 
European society during the nineteenth century was predominantly Protestant, 
creating a religious tie between Britain and Germany that permeated through all 
OHYHOV RI WKH FODVV V\VWHP DQG µIORXULVKHG¶ GXULQJ %LVPDUFN¶V SROLF\ RI
Kulturkampf ± a policy of state persecution against the Catholics.27 Ultimately, the 
persecution failed and the Catholic Centre Party remained a dominant force in 
German politics, VWLPXODWLQJDµPDMRUUHDOLJQPHQWRI*HUPDQSROLWLFVDWWKHHQGRI
                                                 
23*UDKDP-HIFRDWHµ*HUPDQ3ULQWLQJDQG%RRNVHOOLQg in Eighteenth-Century London. Evidence 
DQG,QWHUSUHWDWLRQ¶LQForeign Language Printing in London 1500-1900, ed. by Barry Taylor 
(London: The British Library, 2002), p. 5. 
243DQLNRV3DQD\Lµ*HUPDQ,PPLJUDQWVLQ%ULWDLQ-¶LQ Britain since 1500, p. 75.  
25Kennedy, p. 48. 
263DQD\Lµ*HUPDQVLQ%ULWDLQ¶V+LVWRU\¶S 
27Kennedy, p. 104. 
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WKHV¶28 It was also instrumental in the passing of anti-socialist laws, a fact 
that led to a new deterioration of Anglo-German relations, since the Centre Party 
had a fundamentally negative attitude towards Britain, due, among other factors, 
to the Jewish leadership of Disraeli.29 Similarly, Britain, with its strong Liberal 
influences in party politics, could not condone the anti-Socialist elements of 
German politics.  
The monarchy also had a cultural influence on British perceptions of 
Germany and vice versa. As discussed in Chapter Three, the most obvious 
example of this is Queen Victoria. She was the last member of the Hanoverian 
royalty, a family had who first ascended the British throne in 1714. Her familial 
ties and NQRZOHGJH RI *HUPDQ DIIDLUV µFRQVLGHUDEO\ HQKDQFHG KHU actual ± as 
opposed to her constitutional ± SRVLWLRQ LQ WKHIRUPDWLRQRI WKHFRXQWU\¶VSROLF\
WRZDUGV*HUPDQ\¶30 Her husband, Prince Albert, consistently called for welfare 
reforms, as well as changes to the university system, once he had been elected to 
the position of chancellor at Cambridge University. He was also instrumental in 
organising the Great Exhibition in 1851, an international exhibition of culture and 
industry. Although she and her eldest daughter, also named Victoria, disliked 
Bismarck, the British monarch remained a staunch supporter of all things German, 
influencing not only the politicians she worked alongside, but also the British 
public, many of whom saw the Queen as a symbol of their national identity.  
 The same could not be said of the German Kaisers. The first head of the 
constitutional German monarchy was Wilhelm I (1797-1888), but he distrusted 
Gladstone, whom he saw as undermining the British monarchy. This, coupled 
with his preference for Russia and his genHUDOµSDVVLYLW\¶ZKLFKOHGto a reliance 
on Bismarck FOHDUO\ KDG D GHWULPHQWDO HIIHFW QRW RQO\ RQ WKH *HUPDQ SXEOLF¶V
engagement with Britain, but also in terms of the British response to his reign.31 
Although his son and successor, Friedrich III (1831-1888) was a firm anglophile, 
                                                 
28Blackbourn, p. 197. 
296HHIRUH[DPSOHWKHSDVVLQJRIWKHµGesetz gegen die gemeingefährlichen Bestrebungen der 
6R]LDOGHPRNUDWLH¶µ/DZDJDLQVWWKHGDQJHURXVHIIRUts of Social-'HPRFUDF\¶LQAlthough 
this legislation was repealed by the Reichstag when Bismarck resigned in 1890, further anti-
socialist measures were introduced under the leadership of Wilhelm II. For example, a bill was 
passed in 1894 that made inciting class hatred a punishable offence and in 1899 a law was passed 
threatening severe penalties for workers who formed unions.  
30Kennedy, p. 124. 
31Ibid. 
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his premature death after a reign of just ninety-nine days drastically reduced his 
potential for influence. Wilhelm II, Kaiser from 1888-1918, perhaps had the 
greatest contribution to Anglo-German relations, but his engagement with Britain 
ZDVµHUUDWLF¶DOWHUQDWLQJEHWZHHQSUDLVHDQGGLVWUXVW32  
These examples suggest that cultural influence can weaken between 
countries, depending on political or economic developments. This is also apparent 
when elements of British popular culture are considered, such as pieces produced 
in magazines and newspapers from the period. Many satirical cartoons, articles 
and poems were published in British periodicals, including Punch. They criticised 
Germany, depicted its people negatively and mocked their traditions. At the 
outbreak of World War One, there was a period of sustained anti-German 
EDFNODVKRUµ*HUPDQRSKRELD¶ZKLFKGHVWUR\HGDODUJHSURSRUWLRQRIWKH*HUPDQ
community in Britain as well as British interest in the country and its culture.33 
German associations and periodicals were forcibly closed down and the 1914 
Aliens Restriction Act limited their movements. Literature focusing on Germany 
during this period could be extremely negative. $UQROG :KLWH¶V The Hidden 
Hand, for example, was filled with anti-German stereotypes and saw German 
influence DV D µPDOLJQDQW HIILFLHQW DQG LQYLVLEOH IRUFH >@ ZRUNLQJ IRU WKH
undoing of the British Empire,¶ LQ all aspects of British culture, including the 
Foreign Office.34 
Despite this period of antagonism, there is evidence of German culture 
being used positively and being amalgamated into areas of British society. This is 
not to say that British ideas did not influence German models of thought ± the 
%ULWLVK HPSKDVLV RQ IDFWV µKDG SHUPHDWHG LQWR WKH WKRXJKW SDWWHUQV RI PDQ\
Germans.¶ 35  This mutual exchange of intellectual ideas suggests that 
developments made in both countries during the nineteenth century, were on some 
level dependent on cultures other than their own. 
One of the key areas of German influence is with regard to educational 
institutions. Haines suggests that nineteenth-century England remained static in 
                                                 
32Ibid., p. 222. 
333DQD\Lµ*HUPDQVLQ%ULWDLQ¶V+LVWRU\¶S 
34Arnold White, The Hidden Hand. A study of German influence in England (London: Grant 
Richards Ltd, 1917), p. 17. 
35Haines, p. 30. 
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the face of change, handing over its status as a leader in science and education to 
the quickly advancing German states, led by Prussia, as well as other European 
countries, such as France and the Netherlands. This English reluctance to break 
with tradition PHDQW WKHUHZHUHµYHU\IHZLQVWLWXWLRQDOSURYLVLRQV,¶ IRU VFLHQWLILF
developments.36  Unlike their German equivalents, British universities had few 
laboratories and did not use experimental methods, which Haines ties to the 
influence of the Church. In contrast, Prussia had heavily reduced the CKXUFK¶V
influence over educational institutions.37 This may explain why individuals such 
as the Scottish poet Thomas Campbell (1777-1844) campaigned so vigorously for 
the establishment of a university free of religious affiliations and why London 
University eventually opened as a result of private funding in 1827. The German 
education system was seen as a cultural success and British reformers wanted to 
make changes based on German models. Those calling for educational reforms 
during this period, such as Mark Pattison, had spent periods of time on the 
continent, specifically in Germany. Pattison had attended courses at Heidelberg 
University and was appointed by the Education Committee of the Privy Council to 
investigate the education system in the German states in 1859. He discovered a 
system that was far superior to that of Oxford and Cambridge. Although 
SURIHVVRUVZHUHSDLGOHVVWKDQWKHLU%ULWLVKFRXQWHUSDUWVWKHUHZDVµDQDWPRVSKHUH
in which learning was respected by all and ardently pursued by student and 
WHDFKHU¶38 Thanks to his findings, as well as others, including Matthew Arnold, 
µWKH ZKROH IDFH RI 2[IRUG ZDV DOWHUHG¶ ,W QRZ awarded fellowships based on 
academic merit and extended the curriculum, specifically with regard to science, 
history and philosophy.39  
Realising that Britain lagged behind many continental countries, steps 
were taken in the early decades of the nineteenth century to improve English 
scientific success, as shown in the reforms to the Royal Society in the 1820s. This 
society was designed to stimulate scientific pursuits and was soon followed by the 
establishment of the British Association for the Advancement of Science in 1831, 
                                                 
36Ibid., p. 17. 
37Ibid., p. 7. 
38John Sparrow, Mark Pattison and the Idea of a University (Cambridge: Cambridge University 
Press, 1967), p. 111. 
39Ibid., p. 115.  
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which promoted professional interest and interaction for the scientific minds of 
Britain. Crucially, it was based on a German model: the Deutscher Naturforscher 
Versammlung, established in 1822. The developments made to the discipline of 
history were also a result of Britons who had been heavily influenced by their 
German contemporaries. William Stubbs (1825-1901), for example, a cleric who 
later became Professor of Modern History at Oxford from 1866-1884, aided the 
GHYHORSPHQW RI WKH µ2[IRUG 6FKRRO¶ RI KLVWRU\ µRQH RI WKH PRVW LQIOXHQWLDO
LQWHOOHFWXDO VWUDQGV LQ KLVWRU\ DW WKLV MXQFWXUH¶40 His opinions on the study of 
history had been heavily influenced by Leopold von Ranke (1795-1886), a 
historian and professor at the University of Berlin, who championed a source-
based approach to research, using empirical evidence and philological criticism.  
 German influence on British society also occurred in the field of literature, 
an area which is most relevant to my thesis. This influence involves the German 
literature read in England ± both in its original form and translated into English ± 
and the pockets of interest in German life that occurred as a result. German-
language books began to be printed in London at the turn of the seventeenth 
century but significantly, foreign-language newspapers and periodicals only 
appeared from the nineteenth century onwards.41 The development of German-
language newspapers such as the Londoner General Anzeiger, the Londoner 
Zeitung (previously Hermann) and Die Finanzchronik are testament to the 
growing and well-established German community in London before the outbreak 
of war, despite their relatively short print-runs. 
Graham -HIFRDWHKDVKLJKOLJKWHGWKUHHµSKDVHV¶in German-language book 
WUDGH DFWLYLW\ZLWK WKH ILUVW µ3LHWLVW SKDVH¶ ODVWLQJ IURP WKH HDUO\ WRPLG-1700s. 
The second phase dated from around 1749-1793 and saw the establishment of the 
first German Press. The final phase occurred between the late 1700s to the early 
1800s. It was in this last period that the Deutsche Lese-Bibliothek opened in the 
Strand and increasing numbers of German grammar textbooks were published for 
the English public, although many people were still not particularly inclined to 
                                                 
40Philippa Levine, The Amateur and the Professional. Antiquarians, Historians and Archaeologists 
in Victorian England, 1838-1886 (Cambridge: Cambridge University Press, 1986), p. 24.  
41&OLYH)LHOGµ3UHIDFH¶LQForeign Language Printing in London 1500-1900, vi.  
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learn German.42 ,WZDVDOVRGXULQJWKLVILQDOµSKDVH¶WKDW*HUPDQZULWHUVVXFKDV
Schiller and Goethe became popular in Britain DQG WKHUH ZDV µD YRJXH IRU WKH
*HUPDQ ODQJXDJH DQG LWV OLWHUDWXUH¶43 Despite this, German literature remained 
relatively unknown and there was only a superficial interest in it. This is perhaps 
explained by the historical context: Britain was not only dominant in world 
affairs, but was also the main exporter of goods to Germany. There was little need 
for German goods and this self-sufficiency perhaps extended to German literature. 
M.M. Waddington supports this idea, writing that British readers were 
initially exposed to German ideas through translations of religious work, a 
development that continued until the mid-eighteenth century. Walter Scott 
founded a society for the study of German in 1792, which suggests that there were 
individuals in Britain already formally praising German literature and culture. 
Other writers, such as Carlyle and Coleridge, were also encouraging the 
incorporation of German thought with English. 44  Waddington sees this as 
FRQQHFWHG ZLWK µGLVVDWLVIDFWLRQ ZLWK OLEHUDOLVPDV [sic] as a cure for personal 
perplexity and social evil,¶DQGWKLVWUHQGZDVFRQWLQXHGE\RWKHUµ*HUPDQRSKLOHV¶
like George Henry Lewes and George Eliot.45 Yet, as Susanne Stark notes, the 
µLPSRUWDQFH RI PRGHUQ ODQJXDJHV ZDV QRW VLJQLILFDQWO\ LQFUHDVHG,¶ LQ %ULWDLQ
since this interest primarily stemmed from the cultural elite.46 This could explain 
the development RIVPDOOµSRFNHWV¶RILQWHUHVWGHGLFDWHGWRWhe reading of German 
literature. These groups were spread around Victorian cities. The development of 
this interest appears to develop from individuals such as William Taylor and 
Thomas Carlyle, the latter of whom was µRQHRIWKHPRVWSRZHUIXOIRUFHVHQJDJHG
in moving the reception of German literature from a provincial to a national 
stage.¶47 Their interactions with their contemporaries and family members appear 
to have caused a swell of interest in German literature. Subsequent networks 
ranged from London to Norwich, Manchester, Liverpool, Coventry and Bristol.  
                                                 
42Jefcoate, pp. 6-7. 
43Ibid., p. 23. 
44M.M. Waddington, The Development of British Thought from 1820 to 1890 with Special 
Reference to German influences (Toronto: J.M. Dent & Sons, Limited, 1919), pp. 45-46. 
45Ibid., p. 64. 
46Stark, p. 17. 
47Ibid., p. 18. 
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In Norwich, Susanne 6WDUNVHHV:LOOLDP7D\ORUDVVSUHDGLQJµD WUDGLWLRQ
RILQWHUHVW¶WRDQXPEHURIZRPHQZKRm VKHWHUPVµ7KH1RUZLFK*URXS¶7KLV
group included the translator Sarah Taylor (later Austin) (1793-1867), her cousin 
Harriet Martineau and the philanthropist Elizabeth Fry (1780-1845). 48  In 
Manchester, a German literary circle formed around Elizabeth Gaskell and her 
husband and the city became µDFHQWUHIRUWKHUHFHSWLRQRI*HUPDQOLWHUDWXUH>DQG@
in many ways took over WKHUROHRIWKH1RUZLFKJURXS¶49 Manchester was home 
to the Foreign Library, established in 1830, and the Schiller Anstalt, which opened 
in 1859 to encourage the British public to embrace foreign literature and which 
counted Friedrich Engels (1820-1895) among its members. A large number of 
German industrialists also lived there. Smaller areas of interest were located in 
Liverpool, surrounding the translator Anna Swanwick (1813-1899), and in Bristol, 
where the physician Thomas Beddoes (1760-1808) (father of the poet Thomas 
Lovell Beddoes (1803-1849) resided. Stark suggests that %HGGRHV¶V praise of 
German culture and literature influenced Samuel Taylor Coleridge.50 Coventry, 
too, was the place where George Eliot developed her interest in all things German, 
although this interest was to increase dramatically when she met George Henry 
Lewes in London in 1851.51 
It was London, as BritaLQ¶VFDSLWDODQG the centre of trade and commerce, 
which became the centre of the nineteenth-century book publishing trade, catering 
to the majority of German immigrants and British supporters of German literature. 
It was home to prominent German literary figures and politicians, including, as I 
noted in Chapter Two, the German diplomat and ambassador Baron Christian Karl 
Josias von Bunsen. He had a wide and varied circle of acquaintances, including 
Max Müller, as well as the lawyer and diarist Henry Crabb Robinson (1775-1867) 
and the theological writer Julius Hare (1795-ZKRDORQHFROOHFWHGµVHYHUDO
WKRXVDQGYROXPHVRI*HUPDQERRNV¶52  
A number of German women writers also lived, worked in, and visited 
London. They form two distinct groups, the first being those who travelled to 
                                                 
48Ibid., p. 19. 
49Ibid., p. 20. 
50Ibid., p. 21. 
51Ibid. 
52Ibid., p. 28. 
373 
 
London as part of a tour of Britain, such as Ida von Hahn-Hahn in 1846, Fanny 
Lewald in 1850 and Carmen Sylva in 1890. Then there are those who spent 
prolonged periods of time in London or remained there permanently as political 
exiles, as is true of Malwida von Meysenbug, who fled to London in 1852 and 
Johanna Kinkel, who emigrated permanently 1851. A number of these women 
were acquainted with each other, as well as with prominent British literary 
figures, including Carlyle and his wife, Jane.  
Overall, Anglo-German relations were in a state of flux in the nineteenth 
century. The presence of Germans in Britain was not permanent and tensions 
between the countries occurred in peaks and troughs, but the relationship between 
the countries was undoubtedly significant, particularly for Carmen Sylva, who has 
been immortalised in British geography as well as its literary history.  
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